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CF..APTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
During a period of some seventy years, beginning in 
the last quarter of the nineteenth century, new concepts 
regarding thematic correspondence and treatment in orches-
tral variations took precedence over previously established 
practices. 
For over three hundred years variations had been 
structurally conceived, that ·is, the basic plan of parts, 
sections, and phrases in the theme were retained in the 
variations. The nev.yer type no longer maintained structural 
identity between theme and variations. Moreover, in keep-
ing with the spirit of impressionism which dominated the 
arts, composers of orchestral variations began to write in 
a freer style with only subtle and allusory references made 
to the thematic subject. 
The transformation of thematic material into new 
melodic lines, motival development in a free improvisatory 
style, and the abandonment of structural contact with the 
theme were the most outstanding characteristics of the 
new style. 
I. THE PROBLEM 
Statement of the problem. In preparing this work, it 
I 
was the purpose of the investigator to present the results 
of an analytical study of orchestral variations which (1) 
indicate the various ways in which the newer concepts were 
expressed; and (2) to underline previous practices. 
Importance of the study. Although much has been 
written concerning the styles and tec:b.niques identified 
with free variations, the investigator has found that the 
subject has not been presented as a comprehensive study 
through the analysis of a sufficient number of represent-
ative works belonging to a period in which the style 
flourished. Rather a more general and incidental reference 
to the newer techniques has been the rule without presenting 
the more involved workings of the processes. 
The writer has selected for analysis ten works which 
trace the transition from the strict or structural variation 
style to that of the free. Beginning with Tschaikowsky 1 s 
Vaxiations on a Rococo Theme, each of the following 
variations will be analyzed in its chronological order. 
II. DEFINITIONS OF TERMS USED 
Variations. A musical for.m in which a theme, after 
having been stated simply," is modified or amplified in the 
subsequent repetitions or uvariatio~s.n The principle 
involves variety within unity. 
Constants. Of necessity, some degree of thematic 
3 
correspondence must be retained in the variations in order 
to avoid results which are entirely unrelated and independent 
of the theme. Thematic elements may be retained unchanged or 
may be subjected to a minor degree of modification. In the 
free style, contact with the theme is often allusive and 
implied and reference is vague and obscure. 
Contour. Throughout the report of this investigation, 
rrcontour 11 will be interpreted as the general outline and 
direction of thematic material. 
Cyclic construction. The principle of evolving the 
themes of a work in several movements from a few fundamental 
motives. This is likewise the principle employed in the 
development of thematic motives found in many works in the 
free variation category where different variations are devel-
oped from the same motive. 
Diferencia. A Spanish term for variation. 
Divisional ornamentation. For the purpose of this 
investigation, divisional ornamentation means the ornamenta-
tion of the melody heard simultaneously with the original, 
but in a different voice or part. 
Ethos. In the evolution of art styles, the statio, 
restrained, idealistic, and abstract. 
Fantasia. The fantasia of Tallis 1 s time was the fore-
runner of the fugue. A melodic fragment was stated, trans-
ferred to the other parts, and then replaced with another 
thematic motive or idea and similarly treated. There was 
no further development as in the fugue. In the Romantic era 
the term was applied to character pieces of a dreamy whim-
sical nature. 
I 
Idee fixe. The theme or motive which is subjected to 
transformations. The id£e fixe was used and developed in the 
works of Wagner, Liszt, and Berlioz. 
Intermezzo. At first a theatrical entertainment pre-
sented between the acts of a serious play or opera. The 
intermezzo was independent of the main play or opera with 
which it was used. After 1700 the intermezzi gave rise to 
the comic opera. In the nineteenth century it was one of the 
many titles given to character pieces. 
Motival development. In the free treatment, motival 
development is the germination and ~urrinhibited development of 
thematic motives. As is often the case where motival devel-
opment is employed, changes in harmony and structure like-
/ 
wise take place. 
Pathos. Refers to the growth, the dynamic, the natu-
ralistic, motion, freedom, action, and change in expression. 
The opposite of Ethos. Both terms were cultivated and used 
by the ancient Greeks. 
Thematic transformation. Motival development and 
thematic transformation are melodic functions. While the 
former is concerned with relatively short patterns, thematic 
transformation applies to larger excerpts and contact with 
the theme is achieved through the retention of melodic con-
tour with the remaining elements being subjected to radical 
changes. 
Organization of remainder of thesis. Chapter II is a 
chronological review of variation styles from the early six-
teenth century through the-nineteenth. Chapters three through 
twelve are analytical. Each chapter undertakes in chronolog-
ical order the analysis of a complete work. 
CHAPTER II 
CHRONOLOGICAL REVIEW OF VARIATION STYLES 
So as to better understand the changes which took 
place during the years covered in the main body of' this 
investigation, the writer :feels it necessary to include a 
review of' the more prominent styles :from the early sixteenth 
century through the nineteenth. 
Many style-names have come to be associated with var-
iation :for.m, some indicating the origin of thematic subjects 
and others the treatment employed in the development of the 
variations. Passacaglia, chaconne, ornamental~ character, 
free, continuous, discontinuous, and sectional· are terms 
most commonly used to define types and styles of variations. 
Numerous other terms are applied to further describe the 
nature of particular styles and the techniques employed. 
All these and others will be explained in the following 
pages. 
Each type has its place in the history and develop-
ment of variations as an important musical :form and compo-
sitional teclmique. 
I.. SIXTEENTH CENTURY VARIATIONS 
Although the principle of variation underlies all 
music, the history proper of variation form starts with 
those contributions by the English virginalists and the 
Spanish compose,rs of. lute music early in the sixteenth cen-
tury. During a period of some four hundred years, beginning 
at the time of Astonrs HornepyPe and Mylady Carey 1 s Dompe 
and the lute variations of Narvaiz, several distinct styles 
of variations came into vogue.l Each type in turn attracted 
the efforts of composers of the period and then was sue-
ceeded by a new one. 
The Spanish Composers 
I , ! 
Narvaez and Cabezon were the outstanding Spanish com-
posers of variations in the sixteenth century. Their works 
were in both the continuous and discontinuous styles and for 
the most part on borrowed themes. Religious and secular 
subjects were used in both instrumental and song variations. 
I While Cabezonts contrapuntal style is identified with 
I 
variations for keyboard instruments, Narvaez is best remem-
bered for his lute variations. As early as 1538 variations 
I by Narvaez showed an advanced style of development. His 
1 See appendix for examples of early Spanish and Eng-
lish variations. 
variations on both sec~Lar and religious songs display some 
degree of virtuosity in the form of rapid scales and fig-
uration together with straight chordal material. 
The lute is a pear-shaped string instrument with a 
rounded back and an extended neck. It is similar in appear-
ance to the mandolin. The sound is produced by plucking the 
strings with the fingers or by means of a plectrum which is 
made of a hard substance and held between the fingers or 
fastened to a finger. In the sixteenth century the lute 
was made in several sizes. 
I 
The diferencias of Cabezon were the first variations 
to be written for keyboard instruments. They t-v-ere contra-
puntal in style and were more elaborate variations than 
were the glosas1 which were figurated variations on psalm 
2 I 
tones. An identifying feature of Cabezon's variations is 
the inclusion of transitions which connect the variations. 
They are usually two measures in length and consist of 
figures in eighth-notes. By 1550 the diferencias and 
I 
glosas of Cabezon marked the highest peak of development in 
the Spanish variations of the period. 
8 
l Sixteenth century Spanish variations featuring impro-
vised ornamentations. 
2 The recitation melodies used for singing of psalms 
during the office. There are eight such tones, one for 
each church mode. 
The Virginalists 
During the late sixteenth century the English virgin-
alists William Byrd, John Bull, Orlando Gibbons, and Giles 
Farnaby developed a highiy technical style of variation 
writing. The virginal., a popular sixteenth century type of' 
harpsichord, was ideally suited f'or the execution of' rapid 
scales in thirds, broken chord figures, arpeggios, and runs. 
The song variation, based on popular tunes of the time, 
became the most important type of' early English keyboard 
music. The variations were arranged in an order of' increas-
9 
ing animation and brilliance and in this respect foreshadowed 
the French doubles of' the eighteenth century.l By the f'irst 
quarter of' the seventeenth century important variation pro-
duction by the virginalists had come to an end. However, 
the technical achievements of the virginalists were taken 
over and developed by the Dutch composer Sweelinck. His 
variations on 11Mein junges Leben hat ein End 11 are among the 
greatest in this style. 
Early Italian and German Efforts 
In Italy the history of variations starts with the 
Neapolitans Valente (latter sixteenth century), and Trabaci 
, 1Do~bles are variations in which the rhythm in each 
variation is divided into quicker notes than in the preced-
ing one. 
/0 
10 
and Mayone (early seventeenth century). They wrote partitas 
on popular tunes as Romanesca~ Ruggiero, Zefiro, etc. Fres-
cobaldi (1583-1644) was the last and most important of the 
early Italian composers of variations. In his works are 
found long sweeping lines of embroidery, complex figurations, 
irregular rhythms involving sudden changes of pattern, syn-
copation, and figural imitations. 
German composers of variations during the baroque 
period were Samuel Scheidt (1587-1654), J. J. Froberger 
(died 1667), Wolfgang Ebner (1610-1665), Johann Adam Reincken 
(1623-1722), H. F. Biber (1644-1704), Johann Philipp Krieger 
(1649-1725), Johann Pachelbel (1653-1706), G. F. Handel (1685-
1759), and J. s. Bach (1685-1750). 
In Froberger 1 s partitas 11 Auf die Meyerin11 are found 
the first examples of character variations in the style of 
the courante or sarabande. In this work is seen the trend 
towards the merging of the variation with the suite. The 
same character grouping in dance styles is found also in the 
nvariations on an ari of Imperatore Ferdinand III 11 by Wolf-
gang Ebner. The variations are grouped in the styles of the 
allemande, courante, and the sarabande. However, the 
canonic and fugal style in Bach's Goldberg Variations, one 
of the greatest variation cycles of all time, climaxed the 
German style. 
II. THE OSTINATO TYPES 
The general term ostinato is applied to those types 
having as a basis for variations repeated patterns which 
are usually in the bass. To this class belong the ground 
motive with a subject of one or two measures~ the ground bass 
or basso ostinato employing a phrase of two or four measures 
as a theme~ and the passacaglia with a period or repeated 
phrase of eight measures as its basis for variations. 
The Passacaglia 
This was originally a dance of Spanish origin and was 
in triple meter. The relation between dance and variation is 
obscure in both the passacaglia and chaconne. The stock pat-
terns used by composers of passacaglias were in triple time 
and in this respect the connection between dance and varia-
tion is a rhytbmical one. The passacaglia theme is most fre-
quently eight measures in length. It is usually announced 
first alone and in the bass. It may be transferred to other 
~~~~~pices, modified rhythmically, and embellished. 
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The Ghaconne 
The chaconne was originally a popular dance in triple 
time and very similar to the passacaglia. However, in the 
passacaglia the melodic line served as the basis for varia-
tions while in the chaconne the basis was usually a harmonic 
one, a succession of chords upon which the thematic sentence 
was built. The melody assumed a role of importance almost 
equal to that of the harmonic theme. The chords were often 
broken up into figures which changed patterns from variation 
to variation along with changes in the thematic sentence. 
Notwithstanding the ambiguity existing in the defini-
tions of passacaglia and chaconne, there exists in each the 
repetition of either a figure or phrase usually in the bass, 
or a succession of chords upon which ne:w material is bull t • 
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~II. EIGHTEENTH AND NINETEENTH CENTURY TYPES 
Ornamental Variations 
With the emergence of the ornamental variation style 
which replaced the ostinato types, the number of technical 
treatments was reduced, leaving ornamentation as the chief 
method of effecting variation. The very nature of the style 
made it adaptable to ensemble media. Many of the finest 
variations in the ornamental style are found in chamber 
music ensembles written during the Viennese classic period. 
During this period, 1770 to 1830, variations were 
incorporated into cyclical forms. With the rise in popu-
larity of the sonata form, the melodic embroidery type of 
variation was used more and more. The principal composers 
identified with the Viennese classic period are Haydn, 
Mozart, and Beethoven. 
Although the ornamental style treats the embellish-
ment of a melodic line, the melody is still existant though 
at times obscured and along with the harmony is to be con-
sidered as constant. Changes of mode, dynamics, and reg-
ister are frequently coupled with other changes as new 
counterpoints or figurations in the ornamental species of 
double variations. It is to be noted that aspects of char-
acter change often are found in ornamental variations. The 
changes in dynamics, mode, register, rhythm, and meter, as 
found in the Mozart sonata illustrated, unmistakably show 
character change. 
-1
, M. A~4.~~1-e 
IJ 
1' 
'",, 
-K 
., I 
• • I I 
.~ •. 
" # 
l 
-
J::~~--.-.--~ 
-./ .. I- t • • ' 
..,.. _.__~I I ~ t 
I I 
l l \ _t I T 
.. . 
. ... 
I I • 
~
1 I l 
I .> -.- ' I l I l I 
.... ,. I ' 
"" J I • I • 
~ 
• • 
• 
T I I • "" 
/ 
' ) 
/ 
' 
''n ,, 
.I'S 
"' -JT J 
' 'I' 
I 
1\~ 
• 
.J--,..t .. _ .. 
~~-; --::::·===-=..,..=:::::..__ :> 
........ _ •.. ,..... .. _,---- --......... ·~ 
I i' I ':" I I I i ., • 1 1 - -~,~~.a 
I I _I_ ...l I I I t. ~ .. -• _. , - : - • I I 'll' "" 
~I • • I I I -I•TLI 
-
_l .l ,. I t -, 
~ 
--......... 
I , , • _ _. l l I I 
, , 
" , 
.........---
, . 
- .. -
'!" .-
.. I I ...1. 
I J~ 
-
-
• • 
... ... 1 
... _l_'l ...l 
I __... 
-
-----. 
• • 
.., . -.---.~J/Ji • I I 
AI I I ,- I 
I I I 
·~ .. 
~ rS:+f~ ~-
---;fT o I I I I ..... ~· r~• - .,_., 'JC/ ,...... - ,_.,- ... I 
..g. ,, 
.I. .• • • 
-
-· 
..--""n:- •l""l • -I II' I \ I I "-A....-a'\o' 7. I 
' 
a. • ",.,- .s.~r r~-. ~-,I I TT.......- .J!> •' _l_ ..... 
1"- T - , ...... -rc- ""'--" I I \!t'!'l ..L .L ..L 
·--
.___L I ....... 
? '3 ~ 3 
-==-== 
.......... 
3 etc. .. 
• -
'""" _;ui " 
~ .. .. 
' , r •I I • 
-
It': .L rr .. ..:: ~ aL 
~ ... __, ..... I f I \ z 
• 
' 
.. 
' " 
17 
111- ~~~ .. FU6 ... ~ ..-...... 
r ..rT ~' ... I . . .... 
•"'ll I I -.o' 
- • 
' 
........ I l ·~:i '- .I ~ L I 
T ~ 
1 e.~~ .. 
"'~ "Uil ~ I 
/'0. ,.;: ..... I 
" 
1,• I l ~ 
·-
I 
- • .• ~ 
-
-
1Jl... ~ .---... .~ ..... 
-. - ~ A'1 I: • .... - - • F/ ~- -/~ ., 
-n- n , 
-· 
!!"' I I I I L J. .. , ... .,.IIIIo .... 
~ \ I. • I I ~ .,., 
-
7> .-::::::: ~ -
~ ;~ ~ ·~ + ~JJ; 
.I 
{"'' J,lr u ~ 
14 '""'' • 
, 
-
I"" 
-
~ 
' 
/ "'C 
"' 
I 
'"' 
..... 7 
~ .. ·f>, 1't I* 1-
-
- .. 
18 
n.r -~ 
, 
" w I - -" F~ . .., ..... / :41 ,L T I 
-- . n' , .. , '"'-./ ..,_ 
..cY n , .-("\ l l. ' 
l I ,., .. , ... '"f- ,. ,--.. ,. -~_/ I l l I 
• ' . '
-
I I T 
? 
eio-v ~ 
J ? > ~ 
"" ... .,/'; 
'" 
• '- I, , I I I T 
./ ,-a; '-.-
F :1 ,, ..1 • 1'1111. .I I ~ 
' ' 
I .. U' "!1 ~ .. "!!:I -.T 
....... ./ :.11 .. 
-
.... 
• Y~y-~ ~+; o"- I '\I: ~ 
., ~ 
.. 
/ ·,.-n II 
~ f 
F.--... .. 
-
, 
_...,/ ,_ 
' 
~ , ~ 1.'\ . , ,_, 
' 
1 l T,7 , I 
' 
-r: .-
~ /::i ... 
;(,.,. ..r .,...! .... ~ • ..k- • - • 
' 
~_j_ 
_I 
' 
';rJ • I --. I 'K I , ..r. 
- - ~.JI ,., I T ~ ~-. I I ...,~ 
•I..L ~ ~ ~~ 
f(!, - ~ 
~.~ ~ nu, ii-~ _--....... ~ 
·n: 'llj ../ ,_.,., 
""" 
f ~ 
--'· ~ ~ , I...J· T 
..... I - ... l I \ 
' 
,. .. 
... L'-' L ··.K: .. • ._I 1'\.. J r l • I J. .. . ,.,. .. .. I \ r 
- -..... ~ 
"' ~~~~ ' ....-- -, .,...-- l ... -.:. l 
'"'" .u. / 
, 
-. IIi / .. ..n.-• ...... -- \ \ I T-,.y-. I I~ 11 II / •• 
... --.-I!" 
• I '!'_t_ 1 1.. .J. -~~ 
/ ..r;r / TA' • ~ ~· ... •AI I ~,; 
-
._ 
~ 
fjl'i?' ~ e.~c..-~~.J ·,": ~ '}u,. ~ 
'IT rl . .......... .......... I r J 
.a ~ ~ C' , 
- --""' .. 
, ~ '. 
,..,. 
"""' J -~ 
' 
,. 
) f. . l el-e-# -p 
1 n 
-II'-,.; IJ. 
' 1-lt-"" •• , I 
L' ..w II I ~ .. L.. \ ~ ~ I I \ ' 'l 
" ,. J 1'-. J "f• a l l • • • I • ~ T • 'f•+·- .. '1f"#-T..,_;;. 1' .. , 
19 
• . - --~' "":lil· Jl • 
I / u. 17:\ I - • _l_ W':-' ~-· 1/ .... . , ; ....... "W • ..... J 
' """ 
... 
ro..- \I ~ ',., 'l.r'\'t'". ...... 
-
I _l .J 
J "'-""'I"' J • _j, • -\ l l \ 
j 7' ..... *·~~~ D :J:Iil;' 
,, 
r'' • .. .. 
·-/4 ,. . 
-
/ 
·-- -
I , ~ .... 
L/ 
.... "I I' _i L~ ., ._ .J!I_. ,. ,, , ./ ...L 
-
.... ..., , 
• • 
,. 
• ., 
--
~ 
• 
,,
• • 
I() ~ - l ~A\-ti ... , At"7-J 
/ 
-
. .n• 
-• ~ _.. __I"" llr_ 
... ' .. - ' -
I "!"' 
" ...... I I I 
\ T C:re. S'--• f e.+~$ 
...-.- ~ f.. ~? .• b', L"!L 
..,., ~ 
11 I 
l / .... ,... n 1 .. 
" 
..., l I• ... , .. ,_. 
,ffi ~~ + ~~~~l 1-~ _1_ J / ~ .. 
' ' 
__l_ Ll_ .L!.ii:U_ ~- - ~ ..... /' ..... I I ~ I ..... J l-t"'."-!" l1 
- CT. ~ , ..... , 
' 
__l_ _"1' __ L 
_L"f" j_ l_ _1_ .. 
' 
I"' ~ _ .. __I_ 
-• _I , 
...-:::::: ~ \ e+c... .. ~ .. ~ ~ ~ -~~ .... Aoj_ _j J 
!/""\, • 
""' 
,../ ... .LJL~ 
r, , - / "- "' ./ 
l • 
.I .... • ..... II • "'"" ":.& .. ' . ll ...... ...... []; ,. _!_ .": .!';.t .L;.- - _.__ .A 
- '\t 
--../ ., . u.. ..1 .. , 
"'--" 
20 
r'),y ~ ~ .. ~ 
/ 'Ar ' __,. .. • • ...-. 
-· 
......-: ..... ,., leW" I I/ , ..K' n I 
' 
I I ... _- J 
-- "~ 7 --...... "T I ,.,. . .. L. I- l I I T I ,.. I 
' 
" 
1'\. J 
- ' ' 
' 
? - f. 1 
r1 I"" ..W ~-rr ,. 
-
/ I I 1 T T I I 
' 
./ 4'1l I -.,. 
·-
I ', . I l l I I \ l 
"' 
.. 
.... j • • 
,_ 
"' 
•• • • 
• • - • • • • 
\! ' "'--jl i[ u '> iJ vI 
Qua...,...tet )\~ D Of· 18 
A~c.lo.~"t-e c..CL\""+~h \ \e .fl:Joo 'Beef-koveY\.. 
Yio\t "- x:. "'"''" e ~ e 21 "' ,, 
-
~ # 
-- -
. 
. -':rr I .. 
""' 
-
_.._ ~, . , I / . . . ~ 
;H; .1.- I, 
' 
I 
* 
I / 
' 
. • - I I 
" 
, If • • I I ' •• ~ • ":"' I I I • 
' 
..,. ~ I I I I 
·-
' 
. 7=' ........ I 
Violt"'- .II: 
r>d 
..... .. .. I 
--
_.., 
1/ .a; , 
-
t I I . 
-
I '-
' 
""' ~· I I • -· • I I ' I ' • 
, 
J I 
- • I ' ' 
. .. 
? # # : • ... _ ... ~~ . . 
-
__, 
f;ol'L '""r 
J . ~ 
".- .• 4 I • 
- -
I I r ' IILJ-, Ar , 
-
I ~"? 
-
I I -~_A 
I lr"to. ~ Ll. I ~ # 
' l . 
, 
. -IL~ I 
-
..... • • . ... .. 
-• 7 
' 
-· ~· ce.\lo 
il,. M'. '1 • I 
I •-K '' r 
.,.. 
-
I I 
-
/ 
-
.LL I .... I • ,. T I ,. L:7 I. 
• 
I 1U, .... # ~ 
-
...., 
.:::;::::t t 
~I - • # 
, I I 
.. _ 
' " 
I . 
--
I" 
....1'1: I I 
- • 
I I -1 .. I ~ .. ' , 
' 
,. 
' 
I I 
- • .. --·· ... 
-. I 
-
~~ 
' 
._, I I ..... , "'J"T• • -
_, 
- ' ~ 
"' -
\ 
-
(J.llr e~c.· 
"R'u I 
-· ~ I I r--'1 
,-, ~ ~ , 
~ • . - ., . I 
' 
I 
-
I . I I I n• 
J 
"' ' -
I \ 
' \ . # ~ ! -#- .... - - , ... ~-+z:..,_ ~ ... .._,_ . ....., I 
'- -.....:.__::..! e.: C-• 
-
-
- ,, I I r:::r 
ll"''lllo4fr -~ I I I 
-
/ -,-
' 
t 
IJI.JI' • "I 
' -· . 
. 
.. t- • , 
' -n t 
.... -. ~~ ~ . _/ 
' 
__Ll I 
I~ 
--
.. 
-
• ~· .. 
• 
' 
v - , .. 
-
e.~'-· 
~''' M" l#"fi 
-
-
, 
/ ~ ~ .I I 
' 
_j_ , 
., 
' 
,_, 
' 
I ., 
. ~ er. e+ 
I rf. 
' .r ._ J , • .,., v 
P"''ro. ~ II 
• 
-l 
(,, ~ .. I; :J 
, ,. . -J ~"II ,.....,. T 
-
-,.. ·J· I#,,.,,,. 
.._- l"'r 1\. 
'I ...,. I._,--. L _I I I 
. 
v~ ..,_; ()... t~  :a: 
v'~!l,"-.r ~ ~ .~ • , -+-; 
''" 11 n ·/ 1 
7 1!6 ~ -.- I , I 
' 
-,, .,..,. • I 
- ~_) ~ l ·--
, ?P ~"""" ~ , ~ 
~ F-
1-
l I 
l I 
' -111. 
7 
, I 
- ' 
I I l I •••• l l • I I 
.. . -~ . • 
.. • 
I ~ '!: • l' ~ ,. ,_ • "!: "' I II 
-- - - """ - -
' l ~~~~ 
" 
'1 :.4 ' ~ 
!'- '"''C .-....v , •. J 
--
., 
'. I J L 
J 
7 
... 
~ .... -
• , '!' 
•I'!" I I 
/I I _I 
I 
~ 
-l 
. , 
I I ._,JI I 
I~ 
-:- .. 
• 
-
-
_, l 
~·, -• I 
.. 
l 
-
22 
~~;, , : , 
, ...... 
"- /I _l -
I l l 
I Jl 
"- Jl ~, 
__l I 
-
-· I • -. 
• 
l I I I 
t::!=t a:=:t 
et.~~ , 1: ~ r-> \:: 
~ lilr 
1---
. ' 1 l l.l-1>1. I l ..S L 
II • • • • II 
-
r • 
-
./"-
e.~~. 
-----
r•1 
--
'I 
I y 
. "t"h ~,.X:. 
n»-
..,. 
"' ~ 
.. ~e~~ 
-- -I • I 
• I 
ll -. I • 
I I 
·' ' ' J I ._ I T I I 
-I 
' 
'J 
' '~0 l-:," )t. 
nJJ. 
T ~ 
"»' J' 
"- I I 
'- I I 
v;ol'\,.. 
'-1 '"'A:P;/ II 
II ,--rr- T' 
1- ~, 
11. I I 
I IT. , 
/ -.. ~ 
" ... J_J., 
,-r 
"-/ ~, " 
, I 
'J 
' 
J 
Yio l\ "'-lC 
n~ 
" 
'I'IIT ~-
/1 ~ ,.....,.. ..... , .. liJ, J 
'" 
1 
{ ._, 
y;~l4l. 
" 
II f"''l.-
-· 
I 
II :TI' :.u.· 
II 1"" -If .. 
i l.l ~ _.,. 
ce.\lo 
• ..jt 
,,.. ... ~ 
Is -,:r, _, 
-/ -~ / I 
.. --,. 
S e"-"-frt! PP 
- --
J I -~- I I 
- I .~ \ L I l ,- .. ..-.. _L I 
- '" ~· s e"-~f,...~7P"- 1 ~ 
/ -...._,__ 
- r•• I I I _. 
f I I I 
-I I I -~ '• 
~ ~~py-e J>P • 
.... ......iooo.. 
'~ II 1"'-
I ·~~ ':'"" 
... ;111 I 
l 
~ ~ 
-II 
• 
' 
I~ 
if-':\ # ~ :-,.., .-
\._- _/ J ,. -~_., 
··-r- L-'~11'--Jl'!""' ... 
-I . ..1: :3 .-- ~ 
.,..- ., ~ 
-
.. 
--•• .. --
-
*' 
l 
- -
..... 
I ., I .... J ..1 
·• - _1: ::1 
--
.I _. 
-• .J 
- -
.. 
. . ;. . 
• • 
- ;f T s~l , 
. . 
sf 
' 
' A'£1
.,, 
--
' I A. 
-
~-7 r 1 
_l_ 'I 
- I I • I 
.- I I I 
.... 
.,. I I 
I _. • 
... 
!" I I 
I ~ I 
~ 
• 
......._ I 
I 
23 
-
~ 
-.. 
I t !' 
I 
.:. \. 
l • LV.a 
• .n_r 
----~ e:b:.~ 
• 
1.. I I I 1 -x. 
" " ;' 
I 
' 
-I 
I 
~--.... 
'F' '- . 
,.,_ ... /?A 
II ~ 1 ,--n 
• --· _j_ 
.I 
e.;j~ 
-
,d:_l 
.. 
e~c.., 
--' J/lj ~ 
,.... .. '"' J I _. If~ 
I 
-
~ "- , 
e~4:.. 
too... 
-
.. 
.........:: ' 
-
I 
-
'I ~~ L 
.. . ... 
- 111 
I . ..... 
-
. 
~"['~· 
l £ l f1l T 
.. I • • .. 
• . -I .. 
' 
....._ 
_,_ 
- -
, ,.,_ 4!. t'-"· . 
Character Variations 
During the nineteenth century, composers of varia-
tions sought to set off variations from the theme and one 
variation from another by sharp contrasts. The very essence 
of character change is the transformation of thematic mat-
erial into other styles such as the march, dances, etc. 
within a cycle. The development of character changes 
within a cycle followed no set practice, but depended upon 
the fancy of the composer. It must be recognized that in 
order to achieve a change of character, other changes must 
also be in effect. Changes in color, tempo, rhythm, dynrunics, 
register, mode, meter, and the like are necessary and no theme 
can undergo a change of expression without resorting to one or 
more of these. Of utmost ~portance is the make-up of the 
theme of the character variation which of necessity must be 
rich in motives capable of manipulation and development. 
Character changes producing sharp contrasts are found 
in Beethoven's Variations on a Waltz by Diabelli_, Opus 120. 
The first variation is Alla Marcia Maestoso while the second 
is Poco Allegro. The tempo increases to Allegro Vivace in 
the fifth variation while a shift to the tonic minor is made 
in the ninth, Pesante E Risoluto only to be followed by a 
return to the major mode and Presto in the tenth. Similar 
contrasts occur throughout the cycle. The transformation and 
development of thematic material, as in the Diabelli set, was 
to find further development in the free variations of the twen-
25 
tieth century. 
Although separate variation movements had appeared 
in symphonies as early a~ Haydn, the earliest independent 
cycle for orchestra came in the year 1873 with Brahms• 
Variations on a Theme by Joseph Haydn. Although the varia-
tions are structurally conceived in that the structural fea-
tures of the theme are retained in the variations, changes 
in tempo, meter, mode, and treatment produce changes in 
expression and character. 
The first variation, in major, is pensive and softly 
animated while the second is faster, in the minor mode, and 
contrasts rhythmically with the first. There is a return 
to the major mode in the third variation. The theme is 
transformed into an even-flowing melody in eighth-notes. 
Variation four is in 3/8 time and in the minor mode. Varia-
tions five and seven, in 6/8 time, are dance-like and in 
the tonic major while the sixth is in duple time and assumes 
the character of a march. The eighth variation returns to 
the tonic minor and is in 3/4 time. It is fast-moving with 
strings muted throughout. The finale, a passacaglia and in 
major, opens in a calm and austere manner, but grows in inten-
sity to a brilliant close. 
The influence of Beethoven is seen in the manner by 
which Brahms develops his variations from some characteristic 
of the theme, a rhythmic pattern or a melodic fragment. The 
l _. ~-.. ~· ~" 
l 
. ~ .. ·. 
-~~ .- .,:.-_,· 
first variation recalls the consecutive B flats with w,liich 
.•. -. 
the theme closes. In the secGmd variation the r:)ay-a'Jmn_i.c 
" . ~= ... ~--: ~ .. ' -
unit in the head motive provides the rn:otiv~;~.tion foX: ... the 
entire variation. Variation tb.ree depends upon tb.e~:first 
three melody notes in the theme for its development.· .. · Varia-
tions four and five make reference to the descending tetra-
chord in the theme 1 s opening measures wh:Ue the si4:th 
retains the theme melody quite clearly. The seventh varia-
tion features the dotted eighth-note rhythm of the head 
motive while variation eight germinates from the epe::nt~g 
measures of the theme and makes much of the repeated.·B·.:fl~ts • 
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eHAPTER III 
WARIATIONS ON A ROCOCO THEME Op. 33 
!or Violoncello and Orchestra 
Composed in l876 by Peter Tschaikowsky 
The composition$ actually a concerto for violoncello~ 
I 
consists of a theme, seven variations~ an interlude, modified 
versions of which connect the individual variations, and a 
coda-like section of thirty measures. 
The theme, in binary form, consists of two eight-meas-
ure phrases~ each repeated. Insertions and extensions, as well 
as the rearrangement of phrases and parts of phrases, change 
the form in several variations. These changes are indicated in 
the following analysis. 
The theme and variations one, two, four~ five, and seven 
are in A major and in 2/4 time, while the contrasting third 
variation, Andante sostenuto and cantabile, is in G major and 
in triple time. Variation six places the theme in D minor and 
in duple meter. 
In addition to the solo cello, the work is scored for 
pairs of flutes, oboes, clarinets, bassoons, and French horns. 
No percussion instruments are used. 
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v'ariation r. 
The original harmony is retained in the first varia-
tion. However, excluding the interlude, the variation is 
reduced to sixteen measures by omitting the repeats. 
In the first eight measures the variation is carried 
out in an ornamental style in the solo cello part by a con-
tinuous flow of triplets in sixteenth notes while stressing 
important melodic outlines. 
... --- '!. 
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In the first four measures of the B section, the melody 
is raised an octave and assigned to the first violins, while 
the solo cello continues in divisional ornamentation in the 
register in which the melody was first stated in the theme. 
Relieved of the obligation of maintaining melodic contact with 
the theme, the cello carries on the ornamentation in a freer 
style. 
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The final four measures, one half of the original A 
section, is practically unchanged. The solo cello handles 
the ornamentation as before, while the strings, otherwise 
unchanged, are raised an octave. The unchanged interlude 
leads to the next variation. 
Variation II. 
Motival development, a technique identified with the 
free treatment} provides the means by which the variation is 
developed. 
The form, excluding the interlude, is A (eight meas-
ures), B (four measures), and A (eight measures), and totals 
twenty measures. The theme, in binary form, is thirty-two 
measures in length. 
A derivative of the first thematic motive is used 
throughout the variation and always in the same manner. 
Each statement of the motive in the solo cello part is 
answered by the first violins an octave higher. In both 
A phrases there is cadential conformity with the theme as 
considerable harmonic correspondence. 
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The interlude, unchanged, is :followed by an extension 
in the solo cello part and e:f:fects a modulation to C major, 
the key of' the next variation. 
Variation III. 
This variation is a blend of' the :free style with that 
of' the nineteenth century character variation. Thematic 
transformation of' the melody and the abandonment of' struc-
tural contact with the theme identify the :free treatment. On 
the other hand, the in:fluence of' the character variation style 
is seen in the changes of tempo, meter, and expression. 
The :form of' this variation may be expressed as A (8 
measures), A (8 measures), B (8 measures), insertion (14 meas-
ures), A (8 measures), A (4 measures), insertion (14 measures) 
e:f:fecting a modulation and leading to six measures of' material 
derived :from the interlude and stressing the dominant of' the 
next variation. 
The A phrases are transformations and lead directly 
to the more :freely transformed B phrase. The solo cello 
continues with the insertion, featuring a sequenced figure 
derived :from the opening motive in the theme and leading back 
to the A phrase transformations. The :first one is complete, 
while the second one is only :four measures in length. The 
final :four measures are omitted and instead an insertion con-
tinues in a modulatory manner leading to the interlude material 
which stresses the dominant of' Amajor. 
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Variation IV. 
The opening motive in the theme provides the motiva-
tion in this variation. The melodic treatment is carried by 
the solo cello. 
An extension of two measures in the second phrase is 
a modulation to E major. At this point a derivative of the 
interlude stresses the new key before giving way to the unac- .. 
companied cello solo. 
A new section, B, in the key of A major follows. The 
first phrase, eight measures in length, comes to rest in the 
key of C sharp major. The solo cello continues on, as in 
the first case, leading back to the A section and extending 
• - .. ~-1" -- /~ - '&;..,::' 
,. .. - ~ .. 
--------- }_. 
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The interlude follows in the home key of A major, and 
the solo cello, unaccompanied, continues on while emphasizing 
the dominant of the next key in preparation for variation 
five. 
Variation V. 
The form of the variation is ABA and includes, in addi-
tion, insertions and omissions. The harmony is constant, and 
the variation is carried out in both A sections by divisional 
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The first A statement ~laces the thematic melody in 
the flutes, while the solo cello provides the ornamentation 
in a trill before giving way to a sequenced figure which 
extends the cadence two measures. This extension, or inser-
tion, is a development of the closing motive in the A sec-
n of the theme • 
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The B section presents the first four measures of the 
melody which is carried by flutes and first violins over the 
original harmony. The melody is an octave higher than in 
the theme, and a change of color results from the scoring. 
A second insertion follows in the solo cello part. This 
unaccompanied passage stresses the dominant of the key in 
preparation for the return to the A section. The ger.mina-
tion of the opening thematic motive and of the motive which 
closes the B section is featured. 
44 
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The second A sect~~n is presented in much the same 
manner as was the rirst statement in this variation. How-
45 
ever~ the closing measures are extractions rrom the B phrase 
the theme. 
A sequence derived rrom the theme's opening motive leads to 
-
. 
.. 
. 
a long cadenza-like cello solo and errects a modulation to D 
: 
minor, the key in which the next variation is set. 
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Variation VI. 
Two transformations of the theme's A phrase, each of 
which is followed by an extension, comprise this the short-
est variation in the set. The melody, set in the minor mode, 
follows for the most part the contour of the theme. However, 
some changes in melodic intervals do take place while retain-
ing, generally, the melodic rhythm. 
The two transformations actually produce an AB form 
with extensions at the cadences. The extensions consist of 
sequences in which the patterns grow out of the transformed 
phrases. 
As in the original statement of the theme, the solo 
cello carries the melody against a background of strings. 
However, flutes and clarinets are added solely for the exe-
cution of several short figures. 
The interlude follows, and by closing on the tonic 
chord, the feeling of continuity_petween variations is miss-
ing. 
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Although this is the~ ~hortest variation in the set, 
its contrasts in mode, tempo, treatment, and length, enhance 
the effectiveness of the next and final one • 
. Variation VII. 
This final section·is concerned for the most part 
with the development of short motives rather than with the 
theme in its entirety. The initial motive in the theme 
provides the impetus for the development of the variation. 
Since the work is a cello concerto, the most energetic lines 
are carried by that instrument. 
The free technique is employed and structural contact 
with the theme is abandoned. The harmonic continuity does 
not conform to that of the theme~ and there are excursions 
into new keys. 
The heavier scoring, the addition of more wood-wind 
instruments and horns, the development of material extracted 
from the interlude along with that of the theme, and the gen-
eral build-up in the coda-like section, provide a climactic 
ending to the composition. 
The main divisions are represented as an ABAC form. 
A dialogue between the solo cello and the first violins in 
statements and answers of the opening motive runs through 
both A sections. 
B section, casting off harmonic ties with the theme, 
is in a free improvisatory style. The dialogue scheme con-
tinues. Flutes and solo cello are engaged first with a 
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figure outlined by accents ~d originating in the B phrase 
.c.. '-~l 0 • - - - • ~. 
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After four measures, the pattern gives way to more develop-
ment of the opening motive. Material from the interlude is 
referred to in devious ways. The descending chromatic run 
in the solo flute and the trill effect in the solo cello 
are reminiscent of the transitions in the fourth and fifth 
variations. 
The second A section is a repetition of the first. 
An oboe obbligato, developed from an accompanying figure 
to the same motive in the second variation, is featured over 
the cello. Legato and staccato treatment within the motive 
bares correspondence with the original statement. 
An eight measure insertion, continuing with a deve~ 
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oped figure identified with the opening motive in the theme, 
is built up by the entire orchestra and leads to the coda-
like section where material previously presented is recalled. 
Fragments of the oboe obbligato in the second A sec-
tion of this variation are heard in the violins against mate-
rial from the interlude. 
The pattern played by the solo cello is finally given 
over to the flutes with the orchestra stressing tonic and 
dominant chords before giving way to one final solo passage 
in the cello featuring an arpeggio in repeated notes on the 
tonic chord. The entire orchestra ends the work on a final 
tonic note, A. 
This composition was among the first to indicate a 
trend towards a freer style in variation writing. While 
both the older practices and the newer ones are found in 
this work, characteristics of the free variation style are 
set off in bold relief from that which had become common 
practice. The influence of the nineteenth century character 
variation is seen in the sectional style, changes of tempo, 
5o 
meter_, and express ion, as well-- as in the economy of' keys 
used. 
The inclusion af'ter each variation of' an interlude_, 
with its transition-like section in the solo cello part, 
gives the effect of continuity, a feature of the free varia-
tion style. Material from the interlude is developed into 
insertions_, extensions, and modulations, thus attaching to 
it a role of' thematic importance. 
It is of interest to note that in each succeeding 
variation, with the exception of the sixth, the shortest, 
the unaccompanied solo cello passages become longer or more 
numerous as well as more complex. Although there are no such 
passages in the first variation, there is, nevertheless, a 
duplication of the source which first appeared in the closing 
measures of the theme. It is from these measures that the 
unaccompanied solo cello passages germinate. 
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Variation ~our has three unaccompanied solo 
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passages. The first two are snnilar in that each is six 
measures in length and in thirty-second notes. The third 
solo is seven measures in length. 

53 
The fifth variation has unaccompanied solo passages 
of two and ten measures as well as a lengthy and complex 
cadenza in which are featured a variety of rhythms, dynamics, 
techniques. 
Qoo\ 
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CHAPTER IV 
SYMPHONIC VARIATIONS Op. 78 
Composed in 1877 by Antonin Dvorak 
Written only one year after Tschaikowsky's Variations 
on a Rococo Theme, the Dvorak set of variations is similar in 
many' respects to the Tschaikowsky composition. Both works 
clearly show the influence of the nineteenth century charac-
ter and ornamental variation.styles. Also, the technical 
procedures of motival development and thematic transforma-
tion are used extensively in both compositions. In the 
Dvorak cycle, however, when the transformations are far 
removed from the original theme, correspondence between theme 
and variation is maintained through contoural similarities. 
With few exceptions, the variations are structurally con-
ceived. 
The Dvorak opus consists of a theme, in ternary form, 
twenty-seven variations, and a finale in the style of a 
fugue. 
The theme is rich in contrasting motives which lend 
themselves ideally to manipulation. An important feature of 
the second phrase in the theme is the rising line which is 
called upon for contoural identity in several of the varia-
tions. 
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Yariations I, II, III. 
In each of the first three variations the melodic sub-
ject is presented literally and is embellished through con-
trapuntal figuration. The ABA for.m of the theme is retained. 
In the first variation, the theme melody is played in 
unison throughout the first A section by clarinets, bassoonsJ 
violas, and cellos. Piccolo and flutes ornament the melody 
in octaves and are joined by the violins and second oboe at 
the cadence. The treatment is similar in the B section. 
Clarinets, bassoonsJ violas, and cellos carry the melody in ' 
unison, while the higher wood-winds are engaged with the 
counterpoint in octaves. The counterpoint is duplicated sim-
ilarly by the violins. With the exception of some minor 
changes in the counterpoint, the final A section is other-
wise similar to the first one in treatment and context. 
Thin in context, the first variation consists of but 
two melodic lines, the melody and the one accompanying part. 
In the second variation, three different lines con-
stitute the linear context. However, at times the support-
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ing counterpoints are doubled ~n the octave. The melody~ 
which in the preceding variation was in the lowest voice, is 
shifted to the highest part and is carried by the first vio-
lins. 
Melodic and harmonic interest is renewed in the final 
A section by the chromatic alteration of a single melody 
note. The melodic alteration and the resulting harmonic 
change to the dominant of the second degree provide desired 
relief from a phrase that is otherwise unchanged in seven 
statements within the first eighty measures of the composi-
tion. 
In variation three the theme melody is played in 
octaves and assigned to the wood-wind choir while the strings 
are engaged with the ornamentation. By setting the melody in 
octaves, the register in which the theme was stated in the 
first variation is combined with that of the second and an 
effect of summation as well as variety is achieved. 
-The strings, concerned with the ornamentation through-
out the variation, are joined 1n the B section by the horns 
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which are limited to an expanded !llilitant call extending 
through the final A section. 
In addition to the cantus firmus treatment of the 
theme melody in the first three variations, one mood pre-
vails, quasi Allegretto. 
Variation IV. 
The ABA plan of the theme is retained as is the har-
monic scheme. However, the mood becomes more energetic and 
the tempo is changed to Piu Allegro with ritards at the 
cadences. 
A new melody is cast over the retained harmony in the 
A sections. The first section employs only the strings with 
the new melody assigned to the first violins while the cellos 
and basses provide a melodic line in contrary motion. 
The B section, adding wood-wind and horns, follows the 
rising line of the theme while the cellos are heard in a 
transformation of the melody. The short motives, rising from 
measure to measure, maintain contact with the theme by stress-
ing the contour of the section. 
The.~e 
60 
In the closing A section, flutes, clarinet, and trum-
pet are assigned to the new melody while the violins, in 
octaves, decorate it with an obbligato. 
Variation V. 
Variation five retains all the conditions of varia-
tion four: form, mode, key, mood, tempo, and affection. The 
rise and fall in dynamics as applied to each of the three 
sections is likewise duplicated. 
To the violas, cellos, and flutes is given the task of 
ornamenting thematic features. The basic harmonic scheme isi 
retained in the variation. Throughout the first two divi-
sions, violas and cellos carry out the principal ornament a-
ti.on. However, the violins spell out harmonic features of 
each motive in short pizzicato patterns. 
The rhythmic background is supplied by a figure which 
is derived from the second motive in the A section of the 
. c.;;_, 
theme. Wood-winds and horns execute the figure in these two 
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sections. 
In the middle section, the rising line is ornamented 
by the violas and cellos using sequentially a figure based • 
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on its thematic counterpart. 
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In the final section, the ornrunental line that was 
carried by the violas and cellos in the A section is trans-
ferred to the flutes and clarinets with the violins playing 
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the descending part o~ each ~igurft. The ~irst horn and the 
cellos state the theme melody against the ornamentation, but 
alter the closing measures by raising the melody to another 
plane a third higher and substituting the lowered sixth 
degree o~ the minor dominant ninth chord at the cadence. 
Dvorak's ability to produce new and re~reshing e~~ects 
. both melodically and harmonically through simple chromatic 
alterations is seen in several variations in this set. Sim-
ilar treatments will be explained in variations twelve and 
eighteen. 
Variation VI. 
Although the three-section plan o~ the theme is retained 
in this variation, sections one and three proceed in a ratio 
o~ two measures to one in the theme. Correspondence with the 
theme is mainly through the harmony and the structure in the 
first and last sections. In the first division, a new melody 
in triplets is played by the strin~s and answered in the wood-
winds and brass. This plan is reve,r.sed in the final section. 
The triplet figures, somewhat modified, are played by flutes 
and oboes and answered by the violins. 
In the ornrunented middle section, the rising line of' 
the theme is readily identified. The first violins retain 
the first note of each thematic motive as a pivot point in 
the decoration • 
• 
.. , 
. 
H 
The closing cadences in this section, B, and in the final 
one are extended over the minor f'or.m of the dominant ninth 
chord. 
Variation VII. 
The variation begins with a new melody and in a dia-
logue style within the wood-wind group. The two-note fig-
ures provide the basis for the entire variation. 
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In the first and third sections of the three-part 
ABA for.m there is sufficient harmonic contact with the theme 
to warrant its being considered as constant. The treatment 
accorded the melodic figux•es in the final section recalls 
the style of the French doubles of the eighteenth century 
dance suite. Here the figures are developed into four-note 
patterns of shorter note values. 
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The strings~ in t~s first A section, are engaged with 
a trill-like passage in octaves which stresses a tonic organ 
point. The section ends with their statement of motives 
derived from the opening motives in the theme. 
The same dialogue style in the wood-wind and horns 
continues through the middle section. No harmonic corres-
pondence with the theme exists, but contoural identity with 
the rise in the B section is seen in the trill effects in the 
string parts. 
The third and final division, in the style of the 
French doubles, divides the rhythm into quicker notes. As in 
the first section, there is harmonic contact with the theme, 
and once again the tonic organ point is superimposed on the 
harmony. 
The variation ends with the strings and oboe stating 
the two motives derived from the theme 1 s opening and leads 
directly to the introduction of the next variation, using 
canonically the second of the two motives. 
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Variation VIII. 
Scored for wood-wind and strings, with horns added in 
the closing measures, this variation contrasts with the pre-
ceding one by virtue of the smooth-flowing melodic lines of 
the transformed melody. The mode, key, meter, and form of 
the theme are retained in the variation. 'Of interest are the 
far-reaching transformations of the theme melody and the per-
sistent recalling of the second thematic motive which is 
heard throughout the variation. 
The A section transformations feature the highest note 
in each of the first four measures of the theme. The balance 
of the two A phrases consists of a spreading out in an expan-
ion the last motive in the theme's first section. 
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sections of the theme. The first three measures recall, inter-
val-wise, the opening motive in the theme. 
five and six owe their derivation to the closing 
measures of the B phrase in the theme. 
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The bass line, outlined by the rhythmic motive derived from 
measures three and four of the theme, follows that of the 
second A section in the theme, although not necessarily its 
harmony. Thus, in this variation, we encounter the thematic 
transformations of the A phrases and a middle section con-
taining transformations of parts of both the A and B phrases 
in the theme • 
Variation IX. 
Harmonic correspondence between the A sections in this 
ABA form with those in the theme proceeds in a ratio of two 
measures in the variation to one in the theme for the first 
__ )__ 
six measures. A measure each of dominant and tonic harmony 
completes the phrases, making a total of eight measures in 
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each A phrase in the variation while the correspond;hng 
phrases in the theme are of seven measure lengths. 
A new melody rises from the harmony, but its rhythmic 
pattern is derived from the B section motives in the theme. 
The A sections in the variation feature two-measure figures. 
However~ in the B section one-measure patterns outline the 
rising contour identified with the section. 
Variation X. 
In this three-part form~ rhythmic motivation is pro-
vided in the transformation of melodic lines by a pattern 
identified with the B section of the theme. 
t 1 
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The variation, in a bright vivace tempo, is 'scored for 
strings with the first horn and timpani added in the closing 
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measures. 
In both the opening and closing sections of the varia-
tion, the initial thematic motive is subjected to the rhythm 
of the above-mentioned motive before giving way to a freer 
treatment. The melody is more freely transformed in the 
first case than it is in the closing section. Canonic 
entrances obscure the melodic continuity at the outset. A 
Tr~~~.S.oT"~~J. i k V"Q.~;~tio"'-
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both treatments, however, principal harmonic features are 
retained. 
The B section continues in the same rhythmic style 
while the rise in contour clearly shows the relationship 
:-o:;,=-~...:;between this section and ;the corresponding one in the theme. 
! ~ 
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Although there is some similarity between the opening 
and closing sections of the variation~ especially at the 
beginnings~ they are otherwise unlike in context. Contoural 
design~ the use of the extracted rhythmic pattern, cadential 
contacts~ and the clear transformation of the closing sec-
tion, point out the relationship between variation and theme. 
Variation XI. 
The original key, mode, and meter are retained and the 
direction Meno mosso~ quasi Tempo I is indicated. Relieved 
of the persistent rhythmic pattern in the preceding twenty-
five measures, variation eleven begins in a calmer and more 
gentle mood. However, at the half-way mark the scoring is 
heavier by the addition of more brass, and the increased ani-
mation leads to a climax. 
The technique of motival development is applied over 
the harmony in the first section and to the rising line in 
the second. In the opening section, three-note figures 
spring from the original harmony of the theme. Each state-
ment of the figure by the cellos is repeated by the oboes, 
and each is harmonically supported by its respective choir. 
All motival developments in the variation stem from the open-
ing motive in the theme and feature the chromatic half-step. 
The same statement and answer dialogue continues in 
the B section of the variation. Here, the motive is further 
developed into five-note figures which decorate the chromatic 
half-steps in the rising line. 
Va.:t.Q,..+'""'"J -a 1\\:ra..se 
n-e~ ";1: ~ 
There follows an extension which makes use of the 
rhythmic pattern stated in the opening section. The figures, 
however, are compounded into six-note attacks for each com-
plete phase. 
., 
\ 
\ 
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once again, s. climax is reached on the minor fonn of 
the dominant ninth obo:rda A cad.enaa.-like solo by the fill'St 
v1ol1n follows., This una.(us~pa.nied transition is s:f.mils.r 1n 
style and puPpose to those played by the solo cello in !l'scha:t ... 
kowakyt s Val'! at ions on a Roeooo T'h$me. In the Dvol'ak wo:rtk, 
this passage ends with a figure which undergoes a rhythmic 
cont:raction and then an expansion• thus giving the ef.feot of 
a measured :xtitax-d bef'ot-e leadblg d1J~eotl7 to the next varia-
tion. 
!he form ct this ~ar1at1on is uncle~. T.be Pieing · 
line.- identified with the B seot1on :tn the theme,. continues 
through the extension""'like section to the violin oader.uaa. 
ll'Qwever, the :Phytbmi~ pattern in the A seotion of the Vs.l"ia• 
t:lon dominates the last twelve measures of the ~1se.,. 'l.'.bus, 
the section assumes the dual nature of ttn extension of B as 
well as a t~ansfor.mation of A. 
• 
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Variation XII. 
This smooth-flowing and expressive variation is 
scored for oboes, bassoons, horns, and strings. Two trans-
formations of the themets first phrase and a modulatory mid-
dle section comprise the plan of this variation. · The trans-
formed places show some harmonic correspondence with the 
theme. 
---· -- \ 
___ ! 
~if :4=~:0- .~ 
In a quiet andante, the first violins carry the trans-
formed melody through the first two sections. In the second 
one _:there is neither melodic nor harmonic reference made to 
the theme. The purpose here, obviously, is to prepare har-
manically for the further transformation of the A phrase in 
the closing section. 
The second ~ansformation is especiallY interesting. 
Once again, Dvorak~produces fresh harmonic changes which 
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require but a single alteration in the melody. The other-
wise unchanged melody is harmonized in D major before return-
ing to the home key of C major. 
In the final section the oboes take over the further 
transformed melody, while the first violin part develops into 
an obbligato. The counter-melody recalls material played by 
the second violins in the B section of the theme • 
• 
The tempo is indicated as Allegro as the mood becomes 
more energetic. Flutes, clarinets, trumpets, trombones, and 
timpani are added to the score, thereby enriching the texture 
and increasing the power of the variation. 
A motive derived from measures three and four in the 
theme is used throughout the variation. The background in 
both of the A sections in this ABA form makes use of~the 
transformed theme and the bass line of the A sections in var-
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iation eight. It is to be recalled that this background, 
now in the horns, stresses the highest note in each of the 
first four measures in the theme. Bassoons, cellos, and 
basses recall the opening thematic motive by their even 
eighth-note attacks. The transformation· of the A phrase by 
the horns is heard together with patterns derived from the 
first two thematic motives. 
The middle section continues with the rhytJ::rrnic motive 
and leads to the final A section where the horns and violas 
divide the rhythm of the background into quicker notes. 
Variation XIV. 
Contrasting sharply with the preceding variation, the 
fourteenth, lento, is in a quiet and tranquil mood. This 
unusual variation may be considered as a three-part ABA form. 
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In the first divisions only that material which is to support 
the theme melody in the final section is presented. This 
plan recalls the Istar Variations of Vincent d 1 Indy in which 
only the harmony is presented in the opening variation. 
In the B section of variation fourteen, structural 
contact with the theme is seen in the length of the section 
and in the rising contour. The opening and closing har-
monies correspond with that of the theme .• 
The theme melody is stated by the bassoons in the 
return to A. The flutes, doubled an octave lower by clar-
inets, are concerned with the part previously assigned to the 
fi:;r>st flute in the first section. · The rhythm, however, is 
divided into quicker notes. The other orchestral parts, 
although now phrased in a more legato style than originally, 
are otherwise unchanged. 
Variation XV. 
A contrast in weight and power is achieved through the 
heavier scoring and louder dynamics in the first and third 
sections of the ABA form. The expression is indicated as 
maestoso. 
The form of this variation may be expressed as ABA 
plus an interlude which leads directly to the next varia-
tion. The A phrases are thematic transformations retain-
ing important melodic features which are easily recognized. 
The closing motive in the cadence is clearly seen. 
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The relationship between theme and variation is more 
allusory in the middle section. There is a snnilarity in 
the contour as seen in the general rise and fall of the out-
line. The motives, however, make only the barest references' 
to thematic material. 
Again in the interlude, Dvorak chromatically alters 
several notes in a statement of the A phrase and appropri-
ately reharmonizes the changes. This transformation is 
extended at the cadence by repeating the rising eighth-notes, 
in a vigorous animated rise. The rhytbm is contractea to 
sixteenth notes and finally to thirty-seconds before lead-
ing without pause to the next variation. 
Because of the entirely new subject matter in the 
interlude, the form of the variation may be expressed as 
ABAC as compared with the ABA plan of the theme. However, 
the increasing animation in the interlude culminates in a 
climax in the next variation and an effect of continuity 
')( 
results. 
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The variation, excluding" the interlude, is structur-
ally conceived. Two opposing conditions are seen: the 
dependence upon stru'ctural features, a characteristic of 
strict variations, and the very abaondonment of structural 
contact by the inclusion of the interlude which aims at con-
tinuity, a feature identified with the free variation style. 
Variation XVI. 
In a bright vivace tempo, the variation is carried 
out through the transformation of melodiq lines. The ABA 
form of the theme is retained. The first transformation is 
so far-removed from the original that save for the closing 
cadence little connection between theme and variation can 
be seen. 
~~f:!:~ji:~ 
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Correspondence between the B phrases is clearly seen. 
As can be expected where structural similarities exist, har-
monic features are retained also. As in many of the varia-
tions in this work, the final section divides the rhythm 
into quicker notes, thus providing variety and contrast with 
the opening section in the same variation as well as in the 
one following. 
Variation XVII. 
The theme is transformed into a bright scherzo in 
three-four time. Up to this point the time signature has 
been two-four. A free transformation of the melody, using 
a rhythmic pattern derived from the second thematic motive 
and following the general rise and fall in the theme, com-
prises the A sections in this variation. The form is ABA 
with an interlude effecting continuity with the following 
variation. 
B section retains only the rising contour. 
In the final A section the rhythm is divided once 
again into quicker notes. An extended interlude, continu-
-. :. 
ing with the repeated-note version of the motive, leads with-
out interruption to the next variation. 
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Variation XVIII. 
The three-part ABA form is retained although the lin-
ear continuity in the A phrases is somewhat modified through 
a re-arrangement of motives. The A sections are constructed 
by retaining the first two motives and following them by the 
first one again and closing with the third motive. Further 
transformation is effected by the superimposition of two 
sharps in the otherwise open signature of a major. However, 
the notes remain in their original key of a positions on the· 
I Va.¥i ~-~lo'f\, ,-e-Q.rr~~C( ed h\.ot;v~ s i\'l A sec;.tiok 
I ) 
Ill-----, ' . The melody, re-harmonized in the key of D major, is 
supported by a figure-which stresses the dominant pedal and 
shows rhythmic identity with the second thematic motive. 
The orngmentation, in octaves, is assigned to the 
lins in both of the A sections. The f·lutes decorate with a 
:.: .•. .-'."' , _. 
81 
similar pattern which follows the contour of the melody 
throughout B. By retaining only the highest notes in each 
measure, the melodic reduction more clearly underlines the 
contoural design of the phrase and provides an effective 
melodic contrast with the final section as well. 
Variation XIX. 
Continuing in the character variation style, this 
waltz contrasts with the preceding variation in meter, har-
mony, melody, and expression. The melodic lines are .far-
reaching transformations. Identification can be made if the 
sequenced sections are disregarded. The motives show cor-
. .... respondence in a general contoural way. 
.,.. ~. :" "t".i . :. ::: ~ ... 
The\'\~e J A -p ro...s e. 
~® am , rUffft 1 mmrr f 1 
A. 
Variations XX through XXIV. 
Because of their common traits, these five variations 
may be considered as an independent group showing organiza-
tion and growth apart from the rest of the set. These retain 
i :.>.~"' 
't.J ~ 
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the ABA form of the theme, but are continuous, either merging 
directly with the next one or effecting the continuity 
through a transition section. All are in the key of B flat 
minor, and in each the unit of beat is the eighth-note. 
Rhythmic unity is maintained throughout the group. 
The selection of the distant key of B flat minor is 
the result of a logical order of keys in which each new 
change emerges in a natural manner. .An exception, perhaps, 
is found in variation eighteen where the key of D major is 
superimposed on the theme melody which is expressed in its 
key of C position on the staff. A deceptive cadence leads 
to a key a major third below and places variation nineteen 
in B flat major. A change to the tonic minor takes place 
in the twentieth. Variation twenty-five is in G flat major. 
Here again the key is a major third lower. The same key 
relationship places variation twenty-six in D major where 
the change back to C major takes place. 
In variation twenty, short motives in step-wise 
arrangement transform the A section melody over the original 
bass line. 
,,, 
I·~~ 
-- ~ ~' 
' . 
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-The B section, using the same motival pattern, follows 
the contour of the theme. In the closing section a pedal fig-
ure which is derived from the variation motive supports the 
transfor.med
1 
theme. 
In variation twenty-one the harmony and bass line of 
the A sections in the preceding variation are retained. 
Above these is carried a derivative of the second thematic 
motive. 
First and second flutes carry on a dialogue version of the 
same motive in the B section while following the rise which 
leads to the closing section. Further development of the 
motive takes place in the final section which is in the 
major mode. 
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A change from three-eight to six-eight time with the 
indication of L 1 istesso tempo retains the srune rhythmic 
cadence in variation twenty-two. The key is B flat minor. 
The motives are less confined and expand in pitch as 
well as in duration so as to encompass an entire phrase in 
one rise and fall in contour. 
I i 
.-
Less and less identity with the origin of motives and of 
transformed phrases is seen as one examines the closing var-
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iations in the sat. Reliance upon contoural similarities and 
characteristic intervals to substantiate relationship of the 
melodic aspects becomes the rule. The interval of a perfect 
fifth at the beginning of this.variation, and on the tonic 
chord, identifies the very beginning of the theme. Sufficient 
motivation is generated to carry out in one arched sweep the 
The B section features the rhythm of the opening motive 
in the variation on the contoural rise and fall of the theme. 
The closing A section is similar in contents to the opening 
one. As in many other variations in this work, Dvorak height-
ens the rhythmic interest by dividing the notes into shorter 
values. An interlude based on the head motive in the varia-
tion leads to variation twenty-three. 
Melodic transformations in the twenty-third variation 
are closely related to those in variation twenty. 
I 
I. 
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The rhythm throughout the variation is the same as that in 
the preceding interlude. The rising line in the B section 
is ornamented. 
·---
interlude in variatip_n t1-1~nty-two is duplicated here to 
effect a transition to the next variation. 
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The relationship between the motives in the A sections 
of variation twenty-four and those in the preceding one is 
clearly seen. While those in the former show in profile the 
outlines of the original versions by a rise and fall, those 
in variation twenty-four consist of the rise only, one-half 
of the contour. 
VA:ri~t; ok. ..1.3 1 A -pl\.-r-4..se. (!h.-
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Far-reaching transformations are featured in the B 
section. The strongest identification is made at the descent 
in the closing cadence. The final section is similar to the 
first in context and treatment. 
Variations XXV and XXVI. 
The two variations make use of the same transformed 
melodies in the A sections. In the forraer the ternary plan 
is retained, while in the latter the form is altered by rep-
etition to AABA. Although the transformations are free, the 
theme outline can be seen in each section. 
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The first variation is in G flat major, while the sec-
ond one begins in D major and modulates to D minor in the 
first thematic transformation. The second section casts the 
same transformed melody in the key of C major. It is to be 
noted that the first half of the melodic line retains its 
original tonality and is not transposed when harmonized in 
the new key. The third division, B, ornaments the rising 
line which leads to the closing section. The final state-
ment begins in 0 major and closes in the tonic minor. 
I~ ----' "-'t ;J t~> ~-
' 
Variation XXVII. 
This variation is concerned with the stressing of the 
A phrase in the theme which is to become the fugue subject in 
the finale. Each motive is stated by one orchestral section 
and then repeated in another before trailing off in a tran-
sition leading to the finale. The theme is set in the minor 
mode. 
In the finale the violins continue with a figure 
derived from the closing measures in the preceding variation 
and develop it into a descending run which leads to a state-
ment of the first four measures of the theme. The ·fugue 
which follows is by no means strict. After the "exposition, 11 
the subject is varied in many ways. It is transformed into 
longer versions, abbreviated, altered rhythmically and melod-
ically, and expanded. 
t 
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As in the Tschaikmv-sky Variations on a Rococo Theme, 
the occasional departures from structural conformity with the 
theme indicate the trend towards the free style of writing. 
In the Symphonic Variations, two opposing conditions are 
seen: the dependence upon structural features, as seen by the 
retention of the ABA form in many of the variations, and the 
very abandonment of structural contact by the inclusion of 
interludes which aim at continuity, a feature of the free 
variation style. As in the Ts chaikowsky work, the techniques 
of motival development and thematic transformation, identi-
fied with the free style of writing, are used extensively. 
In the Dvorak variations less and less correspondence 
is seen between theme and variation in each successive trans-
formation\of melodic lines. In many cases the connection is 
merely contoural. Often, when far-reaching transformations 
are made, sections and divisions are recognized by similari-· 
ties in contoural design. Motives, too, become far-removed 
from their sources and frequently only the spirit of the 
theme is retained. 
CHAPTER V 
SYMPHONIC VARIATIONS No. 738 
for Piano and Orchestra 
Composed in 1885 by Cesar Franck 
Similarities between the Variations on a Rococo Theme 
and the Symphonic Variations by Cesar Franck are seen in the 
v~ 
blending of the concerto with the orchestral variation as well 
as by the mixture of the older structural techniques with the 
newer practices. However~ in the Franck work, a concerto for 
piano, the free treatment is more preponderant. Structural 
ties with the theme are renounced in favor of freely devel-
oped transformations in many of the variations. 
The variations are divided into three main sections: 
introduction, variations~ and a finale which is organized 
along the lines of sonata form. Two "themes 11 are presented 
in the introduction. The first one, not a theme in the con-
ventional sense, consists of three contrasting musical ideas 
which lend themselves ideally to manipulation. The second 
theme, however, is a more complete form. The first one, 
being fragmentary, exercises no structural control over the 
variations which flow one to another without pause. 
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The Introduction 
In addition to serving as an expository section, the 
introduction is also concerned with the development and 
treatment of thematic material. The three 11 ideas, 11 subjected 
to transformations and alterations, are used in various com-
binations in a dialogue between piano and orchestra. 
As a kind of preview, the first half of the second 
theme is presented at l 1 istesso tempo, measure thirty-four. 
At poco piu lento, the piano states a complete .form developed 
from the second thematic idea. The .first and third subjects 
are used in the dialogue between the piano and the lower 
strings at allegro. 
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Before closing the introductory section with a complete 
statement of the second theme, the piano transfers to the 
second idea while the strings continue the dialogue with the 
first. 
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Variation I. 
Without pause, the introduction leads to the first 
variation in which the piano and orchestra are engaged in a 
dialogue treatment of the transformed second theme. Struc-
tural outlines of the theme are preserved in the variation. 
The melodic continuity, although subjected to transformation, 
and the original sequence of harmonies also are retained. 
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Variation II. 
Variation two begins without interrupting the contin-
uous flowing lines. As in the preceding variation, the 
structural features of the second theme are retained and no 
references are made to other thematic material. 
The literal presentation of the subject recalls the 
cantus fir.mus style first employed in the early lute and vir-
ginal variations during the sixteenth century. Franck 
assigns the melody to the cellos in the·· beginning and closing 
sections, while the violins carry a simplified version of the 
theme in the middle part. The piano provides the figuration 
in eighth-notes while the basses are engaged with a tonic 
pedal on F sharp. 
As in the preceding variation, the structural features 
. 0.f the theme are retained. 
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~ Variation III. 
The third variation concerns the second theme in its 
entirety. A new melody is cast over the original structure 
and harmony. T.he melody, in eighth-notes, is in the piano 
part and at times it is doubled by flutes, oboes, and vio-
lins. Although the tune is new, the melodic rhythm and the 
phrasing are related to the first variation and may be con-
sidered a further transformation of variation one. 
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Variation IV. 
Since the original binary form of the second theme is 
abandoned in favor of a three-part form constructed through 
a re-arrangement of phrases and the inclusion of extensions, 
the variation belongs in the free category. Also, rhythmic 
and melodic elements of the first theme, when applied to the 
second, assume roles of equal importance and thus a feeling 
of greater freedom in form is effected. 
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The ~irst eight-measure section of the transformed theme is 
carried by the orchestra while the piano fills in the gaps 
with short answering figures. In the following measures the 
plan is reversed. The piano is engaged with the theme while 
the orchestra handles the decorating figures. 
Part two of the ternary plan begins with a sequence 
based on the first four measures of the closing phrase of the 
second theme. The first statement is in G sharp minor and 
the second is in E minor. Here again3 one theme is treated 
in the terms of another. The melody in the closing phrase in 
the second theme is heard in the expression of the second 
subject. 
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The remainder of the ·section consists of two statements., in 
s.equence, of the first four measures of the second theme and 
an extension of six measures leading to the third and final 
division. Once again, the melody of the second theme is 
treated in the rhythmic terms of the first subject. Through-
out the section the piano is concerned with the figuration. 
The theme is assigned to the orchestra. An eight-measure 
extension leads directly to the fifth variation. 
Variation V. 
Variation five concerns the second theme in its 
entirety. The tempo is indicated as Molto piu lento, and 
the expression as espressivo sempre legatissimo. The key 
remains the same, F sharp, but the mode is changed from 
minor to major. The melody, retaining its original contin-
uity, shifts from one instrument to another and in different 
voices in a cantus-fir.mus type of treatment. The piano deco-
rates in arpeggiated figures throughout the entire variation. 
A two-measure section, featuring the piano arpeggios, leads 
without pause to the next variation. 
Variation VI. 
The second and most important subject in the first 
theme is freely treated in this variation. The melodic line 
is transformed and assigned to the cellos. The opening key 
is F sharp minor. In measure 261 the transformed theme is 
sequenced a third higher. 
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Beginningoin measure 276, the closing measures of the 
variation are concerned with a motive derived from the second 
subject and sequenced in descending minor thirds. The com-
plete cycle begins and ends on the dominant of F sharp. 
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In regard to form, no structural obligations with the 
theme, which is a four-measure phrase, are met since the var-
iation is one which is developed by the sequencing of phrases 
' '-} 
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as well as of motives. -
The Finale 
The organization of this section shows a strong sy.m-
phonic feeling. The three main divisions identified with 
sonata form are seen in the presentation, development, and 
reappearance of thematic material. 
The second subject and the second theme undergo vari-
ous treatments both singularly and in combination. Basses 
and cellos state the second subject in a staccato style. 
The only melodic changes are the B naturals instead of the B 
sharps in the first two figures. 
The phrase is repeated with the piano engaged with figura-
tion, then further developed and finally transferred to the 
piano where it is transformed further. 
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' A four-measure transition based on the second theme and 
beginning in measure 333 leads to a piano transformation of 
the second theme. In a pizzicato style, the strings outline 
this theme with fourth-to-first-beat attacks. 
Beginning in measure 345, the piano is engaged in a 
far-reaching transformation of the second subject. This 
improvisatory style in the piano is supported by the clari-
nets and bassoons which continue the rhythmic attacks iden-
tified with the second theme and thus the two thematic 
' 
sources are treated simultaneo~sly. 
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The ndevelopment 11 section is concerned with only the 
second subject. Three statements of the subject effect a 
modulation to E flat major where it is further transformed. 
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The transfo1~ed theme, after being sequenced in G flat major, 
is developed into a modulation leading back to E flat major 
where the flutes take over the melody and the piano handles 
the ornamentation. The final phrase of the theme's melody 
is given to oboes and bassoons for a staccato-type statement" 
in E flat minor against the legato ornamentation by the 
piano. 
The "recapitulation11 begins in measure 393 in the home 
key of F sharp. The melody, first carried by the violins, is 
taken over by the piano and treated as it was previously in 
the "exposition." However., the key is changed to F sharp. 
In measure 442 the piano announces the first motive of 
the second subject as the beginning of the coda. Piano state-
ments of the figure are answered in an over-lapping manner by 
the orchestra before developing into a vigorous ending. 
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Characteristids of the free style are seen in the var-
iations by the abandonment of structural obligations with the 
theme. This is achieved by the rearrangement of phrases, as 
in the fourth variation, and by the inclusion of extensions 
which connect the variations. 
Fragmentary thematic subjects, such as those in the 
first "theme, 11 lend themselves to development and manipula-
tion. However, the more complete form of the second theme 
is well-suited to a treatment which retains its structural 
features. 
CHAPTER VI 
DON QUIXOTE 
Composed in 1897 by Richard Strauss 
Don Quixotes a tone poem based on the Cervantes novel 
of the same name, consists of an introductory section, three 
thematic subjects, ten variations, and a finale. 
The themes, each one representing a character in the 
tale, are rich in contrasting motives which lend themselves 
ideally to manipulation and development. When the action 
involves more than one character, the appropriate themes are 
heard in combination. 
The principal characters, also represented by identi-
fying instruments, are: Don Quixote, who pictures himself a 
gallant knight and whose theme is assigned to the cello, 
Sancho Panza, his squire, expressed by the bass clarinet and 
tenor tuba and finally characterized by the viola, and Dul-
cinea, the ideal heroine, portrayed by the oboe. 
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The Prologue 
This introductory section depicts the hero's resol~e 
to become a knight in shining armor. After reading many 
books on knighthood, his imagination is imflruned and he 
dreruns of enchantments, battles, challenges, wounds, loves, 
and the like. He turns out a madman as explained by the most 
incoherent of dissonances. Elements of the Don 1 s theme are 
heard against the lyrical theme of Dulcinea. The combination 
produces a vague and dissonant effect indicating the torment 
of these phantasms which plague the hero. 
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Beginning in measure ninety-eight, an expanded version 
of the first section of the Don's theme is heard in the brass. 
A harp glissando follows and ends in a shrill discord by the 
entire orchestra. The knight is mad. He vows he will become 
a knight-errant. 
A series of episodes in his knightly adventures fol-
lows in variation form. 
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Variation I. 
Both the knight and his squire begin their journey in 
search of adventure. Their themes are heard together as they 
start out. Inspired by the beautiful Dulcinea, whose theme 
is heard together with that of Don Quixote and fragments of 
Sancho's, they come upon some windmills which appear as 
giants to the knight. As the breeze turns the sails, the Don 
attacks and is struck to the ground. Strauss represents the 
rushing of the air by a tremolo in the strings and a pattern 
in half-notes which is contracted to quarter-notes when the 
action heightens. 
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A harp glissando tells of the knight being tossed to the 
ground. As his first contest ends in disaster, Dulcinea's 
theme is heard as a mockery in the solo cello part before 
giving way to that of Don Quixote. 
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Variation II. 
The knight 1 s theme is stated in a militant manner as 
he prepares to battle the Host of the Great Emperor Alifan-
faron. Fragments of Sancho 1 s theme are heard when he tries 
to restrain the mad knight who mistakes a herd of sheep for 
an invading army. 
E The bleating of the frightened sheep, the rising clouds ~-- · 
of dust, the pastoral setting, and the general confusion, when 
l20 
the Don charges the helpless creatures, are represented musi-
cally. A series of triplets against a prolonged trill shows 
the dust clouds kicked up by the scattering sheep, while 
staggered attacks in the wood-wind and muted brass represent 
the bleating of the animals. The pastoral scene is handled 
by the wood-wind in a treatment of a figure derived from the 
opening motive of the principal theme. 
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Variation III. 
This variation describes the dispute between Don Qui-
ote and his companion over chivalry. The Don speaks elo-
quently of honor and glory~ but Sancho is not of the same 
mind. The musical dialogue begins in a quiet manner with 
fragments of the appropriate themes carrying on a musical 
conversation. Mention of Beauty and the Ideal Woman is indi-
cated bymotives from Dulcinea's theme. Longer versions of 
the heroine's theme are heard together with those of the 
knight as he continues his glorification of the Ideal Woman. 
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An expanded version of the opening motive in the Don 1 s 
theme is sounded in octaves by the trumpets and trombones as 
a kind of "and that 1 s that" ending of the dispute. 
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Variation IV. 
A religious theme tells of the approach of a band of 
pilgr~s. The mad knight, mistaking the pilgrims for rob-
bers, attacks them. A vigorous development of his theme 
describes the encounter. Strauss' extension of the descend-1 
ing figures shows the frustrated hero being knocked senseless 
to the ground. 
As the pilgrims continue .. on their way, the religious theme is 
.' ··.} :· . . 
heard again. Motives from the squire's theme ornament the 
chorale-like tune. Thematic figures describe the Don being 
revived, while the descending eighth-notes show Sancho drop-
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ping to the ground for some much needed rest. Downward glis-
sandos in the bassoon and tuba parts tell of his deep slumber. 
Of interest is the manner in which Strauss adapted the-
matic material to fit the occasion. In this scene, a short 
motive from the Sancho theme. is stated, reduced rhythmically, 
and then given a treatment which results in a clear picture of 
the yawning and stretching squire dropping exhausted to the 
·ground 
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The shaky beginning in the cello so;Lo, consisting of two fig-
ures from the knightts theme, ideally portrays the manner in 
which the Don regained consciousness. 
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Variation V. 
A vision of the Ideal Woman is represented in the horn 
part. Later, the Dulcinea theme is played by the solo cello 
as Don Quixote longs for the beautiful maid of Toboso. A 
cadenza-like sectionJ arched in one rise and fall as a great 
passionate sigh, portrays the knight's rapture. Here again, 
Strauss uses the orchestra in a psychological representation 
of an emotion. 
The solo cello continues on with material germinating 
from the themes of the knight and Dulcinea and played molto 
app ass iona to. 
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Variation VI. 
A development of Dulcinea 1 s theme tells of the approach 
• 
of a common country wench. ~,-· 1- ,t.i ~ -'--1 ·---;,..; ·j 
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Sancho informs the Don that she is the Ideal Woman, the Dul-
cinea with whom the knight is enamored. The musical dialogue 
is a development of motives from the respective themes of the 
two companions. Don 1 s lines are developed from the closing 
section of his theme, while those of the squire refer to the 
opening motive in his. 
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The emotional state of the bewildered knight is heard 
in the combination of the themes of the wench and Dulcinea 
against motives derived from his. 
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Expanded versions of a Sancho motive are heard together with 
the melody of the wench, as he tries to substantiate his opip-
ions. 
.1'\u-0 oc.s -h .. -.... , . / ............. . 
':J'J. a .. Ia 
"' "' 
' 
~ . . 
.../__ 
' ·~ ."!: I' I# I# " .-~ r ~ ---,-,- ..,.. 1- 1 .. I I I 7 I I I 
J --F -~ 
-
-
":.\ -. .I ~I 
~ :ff' L ...-., -. • ~ •' 
• • 
_,_ 
v;ol"'-- &.~c..~o r-... f 
,. " ; I --, .. 
IIV ,. Jo» I ~~ • l 
..., 
'-f / • -llr"\ ~. 
·-- .. 
I • I I I I I ' I I ILl 
---
.. . # • • v 
~~- ~ ...,.._....,.. .. 
Variation VII. 
As the hero and his companion soar skyward on a wooden 
horse, their themes are heard together in a rising contour, 
., 
·, 
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arching their way from low in the bass to high in the piccolo. 
Wind effects are provided by a wind machine, flutes, harp, and 
drums. The long-held bassoon note and the persistent tremolo 
of the basses mean that the pair have never left the ground. 
Variation VIII. 
A barcarolle treatment of a motive extracted from the 
principal theme is heard against motives identified with the 
The progrgm tells of the two companions finding a boat 
which they believe to be sent by some mysterious power to aid 
them in accomplishing glorious deeds. Soon after embarking, 
the boat is upset. However, they reach shore safely and give 
thanks for their deliverance. A motive from the opening meas-
ures of the Donts theme is stated in a religious manner. 
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Variation IX. 
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Versions of the knight's motive are heard together with 
a religious phrase as the two monks come upon the scene. 
Mistaken for magicians, they are accused by Don Quixote of 
having done him harm. He threatens them and puts them to 
flight. 
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An expanded version of the principal theme's opening 
motive is heard in the lower strings just before the change 
to four-four time. 
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Variation X. 
Concerned with the battle between the Knight of the 
130 
White Moon and Don Quixote, who is humbled, the variation is 
developed with fragmentary statements which are heard in var-
I 
' 
I 
: 
' f··.< 
131 
The merging of Dulcinea's theme with that of the Don is heard 
in a warm and passionate expression by the higher wood-winds, 
while the first trumpet and the solo cello, doubled an octave 
higher by the first violins, carry on in a similar manner. 
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The pastoral theme in the second variation is 
as Don Quixote loses his illusions, one by one. 
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In the death scene the Don 1 s theme is presented in an 
expressive and simple manner, though widely transformed. 
Fragments of the opening motive are repeated before the 
shiver of death is sounded by the strings. 
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Other short motives identified with the principal theme 
are heard, while more definite references are made to the 
themes of the knight and Dulcinea in the closing measures of. 
the composition. 
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The composition combines two of the forms identified · 
with the Romantic movement: the character variation and the 
tone ~oem. Primarily a tone poem, it claims its identifi-
cation with the variation forms through its sectionalized 
plan in which each section, or 11 variation, 11 depicting an 
episode in the novel is developed by variation techniques in 
accordance with the dictates of the program. The work is 
classified as a free variation because of the looseness in 
form, which is controlled by the events in the novel, the 
continuity which exists between most of the variations, and 
the extensive use of the devices of motival development and 
thematic transformation which are identified with the free 
style. 
The action in each episode, variation, can be followed 
easily once the listener has become acquainted with the tale. 
The Strauss technique of depicting action and scenes psycho-
logic~lly, as illustrated in variations four and five, the 
use of mechanical and instrumental sound effects, and the 
treatment accorded the identifying themes guide the listener 
through the adventures of the gallant Don Quixote. 
CHAPTER VII 
ISTAR VARIATIONS SYMPHONIQUES 
Composed in 1896 by Vincent d 1 Indy 
The Istar opus, primarily a s-ymphonic poem which is 
developed by variation techniques, illustrates a French ver-
sion of' an ancient Babylonian poem, 11 Istar 1 s Descent· Into 
Hades. 11 Each variation represents one of' the seven stages in 
Istar 1 s disrobing as she passes through the seven gates. An 
interesting f'eature is the manner in which the story is 
delineated: a theme and variations in reverse. The varia-
tions become less and less elaborate until only the theme 
melody, representing the unveiled goddess of' f'ertility, war, 
and sexual love, is heard. 
The two subjects, one a motive extracted f'rom the 
principal theme and ref' erred to as the "motif' d 1 appel, 11 and 
the other, a march-like tune., are used singularly and in com-
bination with other thematic material. 
The variations, written in the continuous style and 
not numbered, are easily identified. The motif' d 1 appel 
announces each new variation, and the semi-tonal key rise in 
the theme is retained in each variation, thus providing a 
unif'ying bond. 
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The Introduction 
The introductory section, in F minor and in four-four 
time, is concerned with the motif d 1 appel and the march; no 
-
reference is made to the principal theme. 
The motif d 1 appel is heard in the solo horn at the 
very beginning and is followed immediately by three impas-
sioned statements of the march theme. Violas and clarinets, 
accompanied by wood-wind instruments in a syncopated version, 
introduce the march. It is transferred to bassoons and vio-
lins and undergoes slight melodic modification before being 
assigned to the cellos and clarinets at the close of the sec-
tion. 
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Variation I. 
The principal theme is presented harmonically with no 
reference made to its melody. Rich embroidery by all the 
orchestral instruments is cast over the harmonic frrune and 
thus structural contact with the theme is retained in a har-
monic sense. Also retained is the three-divisional plan of 
the theme with the half-step key rise in the middle section. 
The first key is F major with a half-step rise to G flat in 
the sixth measure. A return to the original key is made for 
the last five measures. 
Beginning in measure fifteen, a version of the second 
subject, the march, is heard in the lower strings and doubled 
in the wood-wind. Patterns outlining the call but retaining 
the rhythm of the march are played by the bassoons. 
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The call, assigned to the flutes, heralds the coming 
of the next variation. When used for this purpose, the motif 
d 1 appel, indifferent to keys and modes, is expressed by the 
srune notes: g, f, and d flat. 
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Variation II. 
The second variation, in the free style, is developed 
primarily from motives identified with the principal theme. 
Beginning in measure fifteen, there is considerable inter-
play between the developed motives and the march theme. The 
signature is six-four with several changes of tempo, each a 
little faster than the previous one until the call is heard 
' 
at Largement at the close of the variation. 
Although the three-divisional key plan is retained, 
structural contact with the theme is abandoned. 
The first of the three divisions is developed from the 
opening motive of the principal theme. The key is E major. 
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In the middle section, in the key of F, a motive iden-
tified with the twelfth measure of the theme is developed, 
first retaining the interval of a perfect fourth and then 
expanding it to a perfect fifth. 
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Two versions o:f the closing motive o:f the theme are :found in ··-- ~----'-0.11 
the violins and :flute against a rhythmically expanded version 
o:f the same motive carried by violas and cellos • 
• 
. 
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At the return to the original key, Plus vite, :further 
inter-play o:f versions o:f the same motive are heard. The 
appearance o:f the march theme in the wood-wind produces a 
triple inter-play of thematic material. 
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At the next Plus vite, measure nineteen, fragments of 
the march, heard in the 'violins, first bassoon, and first 
clarinet, are combined with a figure derived from the call 
and carried by the second bassoon and the lower strings. 
The variation ends with stretto-like statements of the 
call announcing the next variation. 
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Variation III. 
Involved are the minor keys of B flat and B. In the 
first of the three sections, bassoons and cellos are engaged 
with a repetitious figure derived from the motif d 1 appel, 
while the violas treat the same figure in even notes of 
longer value so that one statement in the violas is equal in 
duration to two in the bassoons and cellos. Against this is 
heard the march theme in the flutes, horns, and violins. 
In the middle section, in B minor, the plan is reversed 
with the march in the lowest parts, while the call is assigned 
to the flutes and clarinets. 
Fragmentary statements of the march lead to a rising 
sequence based on the call at En pressant un ~eu., The 
ttannouncement 11 by the trumpets follows on the notes g, f, and 
d flat. The persistent rhythm of the march is heard in a 
modulation to F sharp major, the key of the next variation. 
Variation IV. 
In the mood of the scherzo, the fourth variation 
freely develops the call motif and at times combines versions 
of the march with it. For the first time in the opus the 
march is heard in a spirited martial manner. 
The tempo is indicated as Tres anime .t~ I 6() , and the 
time as 5-4 with the march expressed in the compound time 
equivalent 15-8. The keys concerned are F sharp major and G. 
The treatment of the call motive is similar in all 
three sections of the variation. The three-note figure at 
~ . 
the beginning is developed into a complete section. 
e:h: ... 
Beginning in measure twenty-one, the march theme in 
the upper strings and horns alternates with the developed 
call motive in the high wood-winds. Fragments of the march 
effect a modulation in preparation for the next variation · 
which is in C minor. Part way through the modulation the 
11 announcement 11 is heard in the trombones and on the set notes 
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Variation V. 
Drawing upon all its thematic sources, the fifth varia-
tion, in the free style, is organized into two main divisions. 
The first is concerned with transformations of the first 
phrase of the principal theme and the motif d 1 appel, while the 
second features a simplified version of the march as well as 
an interesting reduction of a figure from which the motif 
d 1 appel finally emerges. 
The variation begins with a far-reaching transforma-
tion in C minor of the first phrase of the principal theme. 
Triplet figures in the violins, flutes, and clarinets deco-
rate the theme which is carried by the violas, cellos, Eng-
lish horn, and bass clarinet. The warm melodic lines are 
carried over and blended into patterns which germinate from 
the call before leading to the second division. 
For the most part, the second division is comprised 
of six statements derived from the march and given a sequence-
like treatment. 
l 
A figure developed from the motif d 1 appel is intro-
duced at letter N. Set on successively higher pitch levels, 
the figure finally is reduced to the call in a stretto-like 
setting. 
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Here it is expanded rhythmically in the wood-wind and brass, 
while a contracted version is played by the strings. Finally 
reduced to a two-note pattern effecting a calm at Ralenti, .it 
leads without pause to the next variation. 
Variation VI. 
Thematic transformation, primarily a.melodic function, 
is the means by which this variation is developed. The three-
sectional plan of keys with the semi-tonal rise in the second 
section is retained as is the structure and plan of phrases of 
the theme. 
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version of the call is introduced by the first violins and 
violas and answered a third higher by the oboes and bassoons. 
The call is stated again by the violins and violas. Oboes 
and bassoons, reinforced by flutes and clarinets, answer a 
third higher. The final call is sounded by the second vio-
lins at the close of the variation. 
Of interest is the manner in which the feeling of con-
tinuity is effected between the fifth and sixth variations. 
Since the last eight measures in variation five are concerned 
with the motif d 1 appel, which undergoes a reduction from a 
seven-note figure to one of two notes, the melodic mood in 
the sixth variation, which begins with a transformation of 
the same motif, is carried over naturally. 
The systematic use of the call as an 11 announcement 11 of 
a new episode, variation, shows the logical manner in which 
unity and continuity, are maintained throughout the work. 
Each variation ends with the motif, and the following var-
iation makes reference to it at the very beginning, since it 
is an extraction from the opening measures of the theme. 
Variation VII. 
Variation is achieved by the thematic transformation 
of the principal theme. Retaining the original plan of key 
changes, the rhytbm of the calls in the preceding variation 
is applied to the contoural design of the theme. 
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An extension comprised of several statements of the 
principal theme's closing motive leads to the call which is 
given a stretto-like treatment. 
Thinly scored~ the variation contrasts sharply with 
the following statement of the theme which is played in uni-
son by the entire orchestra. A harmonized version leads to 
the highly energized march theme, bringing the work to a 
close. 
While themes which are complete forms tend to retain 
their structural features in the variations, shorter subjects 
consisting of one or two motives lend themselves to develop-
ment in a free and improvisatory style. A looseness of form 
and structure in the variations is likely to result wben 
1.50 
fragmentary subjects or isolated motives serve as a thematic 
basis. 
In spite of the three-sectional key plan in Is tar, 
most of the variations are otherwise structurally independ-
ent of the theme and are products of free motival develop-
ment. 
CHAPTER VIII 
VARIATIONS ON AN ORIGINAL THEME Op •. 36 
Composed in 1899 by Edward Elgar 
The composition, also known as the Enigma Variations, -
consists of a theme and fourteen variations and is scored for 
two flutes and piccolo, two oboes, two clarinets, two bas-
soons, double bassoon, four horns, three trumpets, three 
trombones, bass tuba, percussion, organ (ad lib.), and 
strings. 
The Theme 
The theme, in ternary form, follows the scheme of tonic 
minor in the A sections and tonic major in the middle part. 
Rhythmic characteristics of the theme are seen in the 
A phrases by the retention in each two-measure section of the 
same rhythmic pattern. In the middle section, B, the pattern 
of quarter-note followed by two eighths is maintained through-
out. 
Thematic motives in the A sections lend themselves to 
division into shorter patterns which may be distributed to 
the various sections of the orchestra. 
The downward interval of a seventh, in the fourth and 
fifth measures of the A phrases, and the one contoural rise 
and fall of the melody in each section, are identifying fea-
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Variation I. 
The opening variation retains the ternary plan of the 
theme but with extensions in the A phrases. In the first 
case, the addition of one measure at the cadence serves as a 
modulation to E flat major, the key in which B is set. How-
ever, the last two measures of the middle phrase are in the 
original key of G major and lead to the final section in G 
minor as in the theme. The only departure from the original 
tonic minor and tonic major plan of the theme is found in the 
opening measures of B which are in E flat major. 
! 
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With the exception or the above-mentioned key changes 
and the inclusion of extensions, other thematic features such 
as tempo, meter~ harmony~ and structure are retained. 
Melodic transformation take~ place in the first A sec-
tion. This is accomplished by simply omitting the rests and 
reassigning note values, a rhythmic change • 
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Variation II. 
Although developed into a ternary plan, the sections 
in this variation do not conform to those in the theme. The 
variation begins with a figure derived from the opening 
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motive in the theme. Its develop~ent constitutes the A sec-
tions of the variation in which no other reference is made to 
' 
the theme. 
Beginning in the eighteenth measure, a transformed 
version of the themets A phrase is heard in the cellos and 
basses, while the animated figure continues on, furnishing a 
background through the twenty-six measure section. 
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The third and final section is similar to the first 
and is concerned with only the persisting figure. 
Thematic transformation of' the A phrase is ef'f'ected in 
a rhytbm.ic way. The change to triple time, three-eight, and 
the allegro tempo replacing the andante result in a change of' 
character. 
The shifting of the melody to the bass, a change of' 
register, and the figural treatment accorded the subject are 
techniques associated with eighteenth and nineteenth century 
variation styles •. 
Variation III. 
Variation three, in triple time and allegretto, retains 
the ternary form of the theme. The A sections transform the~ 
theme in its original continuity with only the slightest of 
alterations made in the melody. Changes in meter, mode, and 
melodic rhythm, together with the light and gay manner in 
which the melodic line is treated, result in a change in char-
acter. 
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d/)'K. 
The middle section, developed from a motive originat-
ing in the B phrase of the theme, begins in F sharp major 
and finally returns to G major by means of a sequential 
~~ treatment given a figure stated by cellos and bassoons. ~~ 
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·-· ~-·~~·~:-~~-i In the final A section, the transformed melody is 
reassigned to the oboes and doubled an octave higher by the 
flutes. An obbligato melody, which was stated rather sXffiply 
in the opening section by wood-wind instruments, is given an 
ornamental treatment featuring triplets. 
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Variation IV. 
The changes from .Andante and four-four time in the 
theme to Allegro di mol to and three-four time in this varia-
tion produces a character change in the portrayal of Elgar 1 s 
friend and neighbor, Willimn M. Baker. 
The theme melody, here set in triple meter, is other-
wise unchanged. However, the inclusion of an insertion after 
the third section, A, and the addition of another A section 
alter and enlarge the original ternary form of the theme. 
The form of the fourth variation may be expressed as: A, B, 
A, insertion, A. A dominant pedal binds the sequenced melody 
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of the insertion to the A sections which are in G minor. 
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Variation v. 
The ternary plan of the theme is abandoned in favor 
of an ABAB arrangement which includes an extension in the 
third section and adds an interlude after the fourth. 
The first section places the theme, now in G minor, 
in the bassoons and lower strings. The theme assumes a sec-
ondary role as a new melody in the violins is featured above 
it. The· importance attached to the new part is substantiated 
by the melodic alteration in the second measure of the theme. 
This concession makes possible a more satisfactory harmonic 
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The B section retains the tonic major relationship of 
the theme. However, the material here employed refers to 
both the first and second sections. Throughout the B section, 
in the variation, patterns and figures recall the descending 
-· ' 
;' 
:· 
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portion of the opening motive in the middle section of the 
theme. 
Oboes, and later clarinets and violins, are engaged with 
figures germinating from the violin melody in the open-
. ' 
[D )'\e.w tv\~~ 
= The second A section treats the counterem~lody and 
the theme in double counterpoint. The theme melody is 
•
! 
. 
~ 
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transferred to the higher wood-winds, while the strings and 
lower wood-winds are assigned to the counter melody. An 
extension o:f one measure at the cadence leads to the second 
B section. 
The opening measure in the first B section is omitted 
here.t and although this part is only three measures in 
length, a :feeling o:f balance is effected by the one-measure 
extension in the preceding A section. 
An.interlude.t four measures in length, engages the 
strings with frafments o:f the counter melody.t while the 
horns and flutes recall the opening ~otive in the theme. 
The melodic interval of a descending • seventh, originating in 
the third and fourth measures of the theme, is played by 
flutes and clarinets. 
• • • 
' An n attacca 11 leads directly to the sixth variation. 
Variation VI. 
The ABA form of the theme is retained and an eight 
measure codetta is added. The variation does not treat the 
melodic continuity of the theme. Rather, each section in 
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the variation refers to motives in the corresponding section 
in the theme. It is only in the codetta that an interplay 
of motives from both A and B is heard. 
The A sections of the variation are comprised of ver-
sions of the opening thematic motive. While rather conserva-
tive statements of the figure are found in the wood-wind, 
expanded versions are played by violas, cellos, basses, and 
horns. The two types are used together with the expanded 
version assuming the more L~portant role • 
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The B section in the variation treats the motive orig-
inating in the corresponding measur~ in the theme. The fig-
ure is stated first by the bassoons and then in turn by clar-
inets and violas hnitatively. 
A codetta, eight measures in length, is concerned with 
an interplay of developed thematic motives. Patterns identi-
fied with the B section in the theme are featured against 
expanded fragments of the A phrase motives. 
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The seventh variation is developed from two thematic 
sources. Rhythmic motivation is provided by a pattern which 
is extracted from the opening thematic motive in A, while 
the melodic· lines are developed from the first figure in the 
B section. Structural features of the theme are not retained 
in this motivally developed and lengthy variation. 
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Melodically, the variation consists o~ three di~ferent 
phrases which are developed from the same thematic motive. 
Two are in major and one is in the tonic minor. 
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Rhythmic introductory sections precede the three phrases, 
and a codetta completes the variation. The plan o~ the var-
iation is as rollows: a rhythmic introduction, rour measures 
in length, leads to the A phrase in G major; a second rhyth-
mic section, similar to the rirst, introduces B which is 
also in G major; the C phrase in the key or G minor rollows 
and in turn is rollowed by the rour-measure section leading 
back to A which is ornamented by triplet runs executed by 
the violins. The violins continue the ornamentation through 
B and then change to an arpeggio style or decoration ror the 
C phrase in G minor. In the six measure codetta which 
closes the variation, the brass give out with a last state-
ment or the opening thematic motive, while the violins and 
violas close with a rererence to the ornamenting triplet 
I rhythmic 
introduction 
\. 
I rhytbmic section 
... 
...,. 
and B phrases. 
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It is of' interest to note that when the rhytbmic 
motive is abandoned in the 0 sections~ characteristics of' it 
are carried over to the arpeggios which consist f'or the most 
f\ .. h \it\,\'\'- t <- ~ OU'rCe 
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Variation VIII. 
In the key of G major and Allegretto, the variation is 
developed from elements of' the A and'B sections of' the theme. 
Although in ternary form, the phrases do not conform to those 
in the theme. Rather, each section is comprised of' a four-
measure phrase which is repeated. 
Rhythmic and melodic features of' the theme's A phrases 
are retained in the corresponding sections of the variation. 
:~·· .· .. :.:· __ ' -1 
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The B section in the variation likewise calls upon 
motives in its corresponding section in the theme for devel-
opment. 
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Each four-measure phrase completes one rise and fall 
in reference to the theme. An extension of two measures in 
the middle section of the variation precedes the return to 
A. A ritard at the close is followed by the direction 
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attacca which provides the continuity to the next variation, 
an adagio movement. 
Variation IX. 
Thematic transformations of the theme's A phrase com-
prise the greater part of this variation. In E flat major 
and Adagio, the variation begins with two transformations of 
the first phrase in the theme. The second, after beginning 
like the first, trails off in a sequence. 
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Beginning in measure twenty, vague re~erence is made 
to the corresponding section in the theme. Allusions and 
indirect re~erence to thematic sources are characteristics 
o~ the ~ree variation technique. While rhythmic similarities 
between theme and variation are seen in the horn part, a ~ar-
reaching trans~ormation o~ the melody is carried by oboes and 
clarinets and later doubled by the violins. Against this is 
heard a melody in the cellos, the rhythm o~ which is identi-
~ied with A section motives. 
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An extended version o~ the trans~or.med A phrase closes 
the variation. 
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Variation x. 
As suggested by the title, Intermezzo, little if any 
connection exists between theme and variation. Elgar, in a" 
conversation with the Dorabella here portrayed, said that 
there was only a trace of the theme in the Intermezzo which 
no one would be likely to find unless he knew where to look 
for it.1 This, coming from one who was so fond of puzzles, 
jokes, and hoaxes, simply adds to the enigma. 
In the writer's opinion, there exists only the thin-
nest of contact~ between theme and variation and these con-
cern the B section motive in the theme. In the viola solo, 
in the tenth measure of the variation, the opening figure 
bares some resemblance to the B section motive in the theme. 
Undergoing a free development, it is soon far-removed from 
its source. 
Other possible derivatives of the smne motive are found in 
the first violin part, beginning in measure forty-four. A 
final statement of the motive is carried by flutes and clar-
1Mrs. Richard Powell, Edward Elgar: Memories of a Var-
iation (New York: Oxford University Press, 1937), p.l77 --
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inets. 
Taking Elgar at his word that traces of the theme do 
exist in the variation, the writer feels that the above-shown 
examples come closest to substantiating his statement. 
Variation XI. 
Elements originating in both the A and B sections of 
the theme are used in the development of this musical picture 
of Dr. G. R. Sinclair and his faithful bulldog Dan .. 
The adaptability of Elgar motives to development and 
manipulation is seen at once at the very beginning of the 
variation where the theme 1 s A phrase is compressed into a 
two-measure statement by basses and bassoons. Here it is 
followed by the B section opening motive, not in G major as 
in the theme, but in D. 
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The seventh and eighth measures again state the pattern in 
the basses and bassoons. In the eighth measure, a descend-
ing progression of melodic sevenths, originating in the third 
and fourth measures of the theme, emerges from the bass fig-
ure and leads to another B section derivative, this time in 
A major. 
b£tSSDo""- • ~-p . • • · • _ •. 
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Beginning in the tenth measure, a bright forte statement of 
the complete A phrase in A major is sounded by the brass. 
The same thematic units are used again and lead to a second 
statement of the A phrase by the brass. However, it is set 
in the key of D major. 
The remainder of the variation is developed from the 
same thematic sources: the rhythmic and melodic derivatives 
of A, the melodic interval of a seventh, also identified with 
the A section, and the ascending B section motive. 
Variation XII. 
The tuneful lines played by the lower strings suggest 
that the subject pictured here is Basil Nivenson, a cellist. 
Although the ternary plan of the theme is retained in 
F~ 
liiiil 
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the variation, extensions are added to the three sections. 
For the most part, the harmony and bass line are retained in 
the A sections. Changes, as can be expected, take place in 
the extensions. The key of B flat major is selected for the 
middle section in place of G major as in the theme. However, 
a modulation back to G minor, in preparation for the return 
to A, is effected in the extension. The A phrases are the-
matic transformations with extensions. 
• 
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The theme melody in B section, also extended, is cast 
in the key of B flat major an~ relegated to a supporting role 
as the new melody in the lower strings and bassoons is fea-
-.,~ ::.::~:·;3 tured. 
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A two-measure section featuring thematic fragments 
and played by the solo cello leads directly to the next var-
iation. 
I , 
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Variation XIII. 
Entitled Romanza, this variation is concerned f'or the 
most part with a treatment of' fragments extracted f'rom Men-
delssohn 1 s overture Calm Sea And Prosperous Voyage. Thematic 
contacts are maintained only in ~ rhythmic manner. Rhythmic 
patterns ·identified with the A theme are applied to the vio-
---
_ lin melody in the fourth and f'if'th measures and again in 
measures thirty-six and thirty-seven. 
II 
The s~e rhythmic pattern accompanies the Mendelssohn quota-
tion and its derivatives. 
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Finale 
The closing variation is in the key of G major, and 
the tempo is Allegro. This lengthy section begins pianissimo 
and grows in strength to its climax. The tempo changes sev-
eral times, and the final section is a presto. Outstanding 
characteristics of the theme and supporting parts are 
recalled in a recapitulative manner. 
The introduction outlines descending arpeggios with 
embellishing figures which are developed into arpeggios them-
selves. 
Beginning in measures twenty and thirty-five, two 
statements of the A phrase are sounded by the brass in a man-
ner which recalls the eleventh variation. 
The twenty-three measures in the section beginning at 
poco piu tranquillo are concerned with the development of 
motives from the B section in the theme. 
';1,77 
t ~<~·' ..... 'J 0~ "?~ 'J 'r0-~01 0 (-~-'-"'-_.:) 
/ ~ ~ "'"" ~-.. 1 
-I 'I C'11 • ~ I ,...,._.- _,_ __1__11!_ """ 
-
.... 
-
I I _I 
I I ~ .... .xa 
- • I I ' 
• -1• I 
-
I I \ 
-
I 
' ........ ..L.I.. v· r I J • ..., • 
. I ,. • , ~ I I I I . 
-
:. - ""- _I. 
<.1! llo~ ~:;.. _/ . ..,.........::_ ~ <:::::. .:::::- vt\~· .. ~ - ~ _...,. 
-
- l\ .. c...r~sv ::::::::=-
# /@ ffil =t ! f 2 \ -
-- • • 
At Grandiose, measure sixty-four, an expanded version 
of the A section phrase is heard in the key of G major. A 
version making much of the melodic interval of a seventh 
begins at Stringendo. 
The first violins, engaged with a part assigned to 
them in the first variation, decorate the theme which is car-
ried by the second violins, violas, and high wood-winds. 
A lengthy section featuring a free development of the 
arpeggio-embellishing figures in the introduction and pat-
terns based on the descending interval of a seventh, a char-
acteristic of the A phrase motives, leads to the final sec-
tion, the Presto. Transformations of' the A and B phrases ' 
lead to one f'inal reference to the A phrase which closes the 
1-vork. 
Written at the close of' the nineteenth century and at 
a time when the f'ree variation style was flourishing, the 
Elgar set shows the influence of' the nineteenth century char-
acter variation in its portrayal of' 1Ey friends pictured 
withinn as well as a predilection f'or melodic development and 
growth. Although employing extensive transformations and 
developments of thematic substance in a melodic way, struc-
tural conformity between theme and variations is maintained 
generally and thus characteristics of the f'ree style are 
found together with those associated with the strict or clas-
sical type. The variations are discontinuous and section-
alized and despite the occasional indication of attacca, the 
original continuity of the theme, although at times radically 
transformed, is retained in many of the variations. 
-CHAPTER IX 
APPALACHIA 
Composed in 1902 by Frederick Delius 
The orchestral-choral Appalaehia, variations based on 
an old American Negro melody, is descriptive and program-
matic. As in the Istar set, both a complete theme and two 
secondary subjects provide the basis ~or the variations which 
are ~~itten in a continuous style. 
After an introductory section, the composition is 
organized into groups or movements, eight in all and each in 
a particular style o~ expression. 
I 
The inclusion of a choral group and soloists is unique. 
Thematic sources 
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Introduction 
The introduction is comprised of three divisions, each 
in a different key and mood and each concerned with the pres-
entation of one of the thematic subjects. 
In the opening division, measures one through fifty-
five, the first of the secondary subjects, the horn motive, 
is introduced. Here, the quiet musical description suggests 
the landscape, mountains, valleys, streams, and wild life. 
The second section, beginning at Poco piu vivo, 
describes the mighty river. The river theme is introduced by 
the cellos, horns, bassoons, and clarinets, beginning in 
measure sixty-six, and is subjected to a stretto-like treat-
ment which continues throughout the section. 
The third and final division of the introduction 
begins at Meno mosso. Fragments of the principal theme are 
heard while a version in the horn part combines with the 
closing figure of the river theme. 
At Andante, measure one hundred, the English horn solo 
carries the complete principal theme in the key of C major. 
This is followed by a version in F.minor by the horn. How-
ever, this statement closes in the tonic major and leads 
directly to a section featuring for the most part fragments 
of the principal theme. 
Group I. 
The section, twenty-eight measures in length, is devel-
oped motivally from material originating in the principal 
theme. A figure identified with the idyllic setting in the 
introduction is used in a supporting role and undergoes devel-
opment throughout the section. 
Two versions of the head motive are employed, one 
rhythmic and the other melodic. The more widely used rhyth-
mic transformation casts the motive in triplets, while the 
other, retaining the melodic rhythm of the original, varies 
the melody by constructing the figure on new harmonies. 
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The section closes with a transformation of the entire 
cipal theme. This is achieved by combining two statements Qf 
.-<·-~·-- --. the triplet motive with the last four measures of the theme. 
··-··:'~<~~\ 
: . ·. . 1. 
~---- --- ·"'¥';; Group II. 
The treatment of thematic material is similar to that 
in the preceding group. Although the developments and trans-
formations are reminiscent of those in the first group, they 
l 
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are expressed differently. The triplet effect is achieved by 
the change to compound time, and those statements which are 
closer to the original rhytbmically'are expressed here as 
duplets. 
In this group longer lines are developed from the 
motives and may be considered as tantamount to thematic trans-
formations of entire phrases. 
Similarities between the ~irst two groups are seen in 
the improvisatory style, the shifting o~ the developed mate-
~~ from one instrument or section to another, and the devel-
. opment of the 11 idyllic u ~igure which originated in the intro-
duct ion. 
_-..::.;:_,_--:. .... 
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· \ One reference is made to the horn motive in measure 
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245. It is heard together with the triplet version of the 
principal theme 1 s head motive. 
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Group III. 
The third group begins in measure 262, Giocoso, and 
consists of four transformations of the principal theme, 
three of which are extended at the final cadence. 
' 
The f'irst transformation is carried by the .first cello 
and doubled by the E f'lat clar:Lnet while the bassoons are 
engaged in divisional ornamentation. Reference is made to 
the 11 idyllicn motive by the bassoons in measure 266. 
-~ ·_ .~G-\oc..oso 
..... ,J.p. 
-
\ 
' ' 
• A 
,._ 
1'\'\ .L l \ \ ~ • 
. 
• 
_, 
""" 7 I ..... 
, # 
-
F.:.' .. __!_ 
'"-'a.rr~· .......... ' ...... ~ 
c.c \ol 
-
• 3 } ::f.e-. ~ 
'\\.- ... 
·-
.--r • ....... 
'· 
--
I I ' 
'"" 
\ • I • " J 
"' 
.u. -.....a.. I • \ ' .. __J!. ..., .... 
-
• • ~ 
..... _. 
~~SSUOl\.~ Or-\Jl~~-\.~ "'-~~ ,3 - : • - -
BOSTON UNIVER~:: ~--. 
FINr-: F1NO APPLIED Airf~· . 
-~ 186 
'\ 
I 
-
.. ... 
.. l ' ' 
• 
' • • • I _, -., \ \ \ • • • 17"'' _, 
• • • • .. I I 
-
... 
i f 
! :...--r b .... -----. -~ • •+r-+-. 
·---
-
' '~ • t • 
·-I I• ll• I· I . ~- h. -· . .- .- ~ 
I / 
"" 
I. 
* 
~ 
- l-o..J ' . ,_,. J l ,. L • ...JI" I 
-
-.... --~· • q • 
! 
- I ~\. J \{' M 
-- :~~~-rTi o )\_ - \ Jro~il\. .I ~ u:.-\ 
• # 
--
I n ' . .-.... I • • • 
• 
, 
' .... 
... I 
-" 
'-., I I ~ ~ 
_\ - _j_ \ 
I 1 .. 
-·-
• • 
i 
:: -==-~ ++ ~ ... 
-
_, 
~ 
-
a • b. ~ ,L~ I '.f ~ :11.- I ' • -: .•• -H> I I,.., ra-• l . - • ... .. - . 1: • I - Ill# f', I lo. .I -tra - ~ "J;jr .. I L .. 
! ,..... 
"' 
J ")• ,.._ -~· -~ l ~ _ _, . I 
.. 
• 
.... ... . 
Strings punctuate the four-beat rhythm while the harps orna-
ment with sweeping glissandos. 
The violins and harris are joined by clarinet~ oboe, 
and English horn in the second transformation which is also 
extended at the final cadence. 
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The third transformation, beginning in measure 283, 
is assigned to the trumpets with the oboes doubling at the 
extension. 
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The final transformation in the group begins in the 
trombones, measure 299, with the violas, tuba, and B flat 
clarinets doubling the melody from the fifth measure on. 
Only the slightest of changes take place in this statement • 
Many places in the triplet ornamentation germinate from the 
., nidyllic 11 figure of the introduction. 
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The section ends with the basses and tenors singing patterns 
identified with the principal theme. 
r 
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Group IY. 
Group four is comprised of two sections, the first 
introductory and slow and the second a Misterioso in which 
the tempo is. doubled. 
The first thematic reference is made at the very begin-
ning~ · Here, the solo horn combines the opening motive of the 
principal theme with a derivative· of the horn figure in a 
In the Misterioso, the horn motive is heard fi~st in 
the E flat clarinet and the English horn, measure 334, and 
later by the solo French horn in a dialogue with the bassoons 
which are concerned with the first half of the principal 
theme. 
Throughout the section, versions of the 11 idyllic n fig-
ure are heard in the various sections of the orchestra. 
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I While at times it is stated simply, more developed patterns 
are played by the harps, and melodic lines in the cellos 
absorb it as part of the musical sentence. 
figure attains a role of thematic importance as seen by 
the numerous references made to it, not only in this section 
but throughout the entire composition as well. The section 
ends with the tenors and basses singing a version of the 
principal theme's opening motive. 
•
' 
. 
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Group V. 
Thematic transformations, some far-reaching and others 
reminiscent of previous treatments, form this fifth group. 
At Andante, measure 374, cellos transform the main theme in 
the key of F minor. Equal importance is attached to the vic-
solo which is featured as an ornamenting obbligato. 
[3?s-] 
The second transformation, inmajor and still carried 
in the cellos, follows directly. At the half-way point, the 
theme is transferred to flutes, E flat clarinet, and first 
violins, and finally to bassoons and strings at the close. 
Beginning in measure 390, the first violins are heard 
in the third transformation which is still in the same 
melodic style. The theme, carried over changing harmonies, 
is extended at the cadence and leads to a coda-like section 
in which a final reference is made to the head motive in the 
duplet version first heard in the second group. The voices 
again close the section. 
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Group VI.. 
The sixth group is a slow movement with the expression 
indicated as molto tranguillo. Fragmentary excerpts as well 
as a complete and extended version of the principal theme are 
featured along with interesting lines and patterns which ger-
the OP'ening measures of the section. 
A broadened-out form of the theme's head motive is 
intoned in B minor by trumpet, bassoon, and B flat clarinets 
against lines developed from the opening measures of the sec-
tion. 
Beginning in measure 430, the theme in its original 
version is played by the first horn and cellos. However, a 
stretto-like entrance of the last phrase by flutes, clarinet, 
• 
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and violins overlaps the ending and extends the statement two 
measures.~' 
e.)'.. 
The first f'lute and then trumpets sound the head 
motive in the closing measures of' the section which ends 
with a short thematic ,e.erivative heard f'irst in the tenors 
and then in the basses. 
Group VII. 
There are several transformations of' the entire first 
theme in this group. The rhythmic patterns applied to the 
theme are similar to those in the first group, the triplet 
type. 
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The first transformation is followed by a free devel-
opment. The triplet rhythm of the transformed theme persists 
through a rollicking tune which is sequenced and builds to & 
A second transformation still featuring the triplet 
patterns follows and in turn is followed by more free devel-
opment in which the patterns outline chords. 
Finale 
A march in which the timpani continues with the tri-
plet figures of the preceding group leads directly to the 
Negro melody in the vocal chorus. An orchestral interlude, 
at Misterioso lento, makes some references to the principal 
theme. 
After a statement of the principal theme in minor, 
I 
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the baritone solo introduces the chorus in a complete version 
of the song. In this final chorus, the river theme is heard 
in the tenor solo beginning in measure 606 and later in the 
orchestral background for the voices which are engaged with 
lines reminiscent of those in the second group transfor.ma-
tions. However, the closing phrase is in the original style 
of the theme. 
Throughout the choral section, the orchestra continually 
refers to thematic sources in its support of the voices, 
while in the postlude the horns are heard in one final state-
ment of the horn motive. The ttidyllicll figure is scattered 
While the d'Indy opus and the Strauss composition Don 
Quixote are programmatic and the variations are controlled 
in some meas~re by the literary developments, no progressive 
literary continuity exists in Appalachia. Rather~ moods and 
scenes are portrayed chiefly through the application of var-
iation techniques to thematic material. 
Freedom from structural control by the theme is 
achieved throughmelodic development and continuity, charac-
teristics of the free variation style. However, the organ-
ization into sections according to expression and treatment 
results in a unified and logical form. 
CHAPTER X 
FANTASIA ON A THEME BY THOMAS TALLIS 
Composed in 1910 by Ralph Vaughan Williams 
In this fantasia, actually a continuous variation, 
the techniques of motival development and thematic transfor-
mation are applied to the Tallis theme. The first of the 
theme's two strains undergoes the motival treatment, while J 
the second is subjected to transformations. Each strain is 
treated separately, and in this way the fantasia of Tallis 1 s 
tlme is recalled. However, unlike the Elizabethan fantasia, 
the opus is not fugal and does include considerable develop-
ment. 
The work is scored for string orchestra, a second and 
smaller string orchestra, and a string quartet consisting of 
the leaders in each group. In addition to the orchestral 
tutti, combinations with or without soloists provide con-
trasts in power in the antiphonal style of the composition. 
The plan of the composition is as follows: an intro-
duction in which versions of the themers head motive and the 
alternating pattern are presented along with two complete 
statements of the theme; a second section concerned with the 
development of the theme as well as the alternating pattern; 
a third section in which the second strain of the theme 
198 
undergoes transformations and considerable development; and 
a coda in which the 11 alternating 11 pattern is built up by the 
entire ensemble. 
Theme 
The theme originates in a psalm, ttThe Third Tune," 
which was composed in 1567 by Tallis for Archbishop Parker 1 s 
Metrical Psalter. The Tallis tune is in the Phrygian mode. 
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Introduction 
An introductory figure leads to versions of the 
theme's opening motive which alternates with a figure of 
swaying chords. 
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At Largamente reference is made to the second strain 
of the theme by a figure in the violins. 
The complete theme follows and is repeated against a figura-
tion in sixths by the divided second violins. 
riTl --~· 
Section II. 
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In the second section the head motive is developed 
and heard in an antiphonal treatment with the alternating 
figure. The stress marks and melodic rhythm in measures 
four and five in the theme are applied to the alternating 
figure. 
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After ;, statement of the introductory figure by the 
second orchestra, the alternating figure is treated antiph-
onally by the two orchestras in an overlapping manner and 
finally is reduced to fragments in the lower strings. 
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Section III. 
The first transformation of the second strain is car-· 
ried by the unaccompanied solo viola at letter I. 
The second orchestra answers with a pattern from the preced-
ing section. A second transformation of the strain by the 
204 
solo violin against a figural counterpoint in the viola solo 
is followed by a development section~ beginning at letter K, 
in which fragments of the melody and the alternating figure 
are treated antiphonally. The development culminates on the 
second strain of the theme. 
Section IV. 
The theme's initial motive is recalled rhythmically 
at Mol to adagio and is followed by the complete theme in the 
solo violin. The figuration is handled by the solo viola~ 
while the orchestras are engaged with a shimmering tremolo 
sur le touche. 
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Coda 
The coda, beginning with the figures which were heard 
in the closing measures of the introduction~ develops into a 
climax featuring the alternating figure. An ascending arpeg-
gio on the F minor chord by the solo violin leads the sup-
porting strings through the C minor harmony to the final G 
major chord. 
Outstanding features 
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In the writer 1 s opinion the outstanding features of 
the composition are: the instrumental organization which 
makes possible the interesting antiphonal style; the 11 alter-
nating11 figure which attains thematic importance; the exten-
sive use of nee-modality; and the use of melodic rhythm and 
dynamics as a means of retaining thematic correspondence • 
......... ________________ __ 
1-
CHAPTER XI 
VARIATIONS ON A NURSERY SONG Op. 25 
Composed in 1915 by Ernst von Dohnanyi 
The Dobnanyi composition consists of: an introductory 
section, the theme, fourteen variations, and a Finale f:ugato. 
AI though scored f:or 11f:ull orchestra and piano concert ante, 11 
the piano is given the prominence associated with the con-
certo. 
Theme 
The theme, a nursery rhyme known by many titles, is 
altered by the repetition of: phrases and the inclusion of: 
two insertions, 11 a piacere, 11 making the original twelve-
measure tune into one of: twenty~nine measures. 
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Introduction 
The listener's ear is prepared ~or what is to ~ollow 
by allusions and subtle references to outstanding features 
in the theme as well as in the variations. The many chro-
matics in the opening measures of' the introduction and at 
Tempo primo ~oreshadow melodic transformations, particularly 
in the Waltz and in the third variation. 
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The pronounced rhythmic attacks of the theme's melody 
are outlined by three-note figures in the violins. 
Melodic reference to the theme is made by the horns in a pat~ 
tern which is used also as the passacaglia subject. The fan-
farish figures in the trumpets, also recalled in the passa-
caglia, stress the perfect fifth in the opening measures of 
the theme. 
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Variation I. 
The theme's structure is retained with slight modifi-
cation. Both of the B phrases are shortened one measure at 
I J 1 1 ) I ~ 1 J ! I"!S! J. 
---· 
The theme is punctuated by the strings, while the 
piano decorates in triplet rhythm. 
Variation II. 
By omitting the second B and the final A phrases, as 
well as the second insertion, the variation is reduced to 
nineteen measures. The form may be expressed as A, A, B, 
~~r.-:~4--­
·:_·--~ ~ 
~:: .£. 
' " 
insertion, A. The transformed theme is treated in a dialogue 
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style between piano and orchestra. 
A transformation of the theme 1 s opening motive is 
heard in the horns at the very beginning. The piano answers 
with two figures, one descending and staccato and the other 
an ascending legato run. . ;~ .. 
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Worthy of analysis is the interesting manner in which 
Dohnanyi secures variety in his treatment of the two figures. 
He achieves this through a permutation of ideas as applied to 
the exchange of motives between piano and wood-wind and to 
changes in direction and order of the motives. 
The figures are taken up by the wood-wind in a reverse 
order to that in the piano. The legato pattern in the flutes 
is heard against the staccato and descending figure played by 
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the piano. In a similar manner the ascending figure in the 
piano is accompanied by the descending staccato figure 
assigned to the clarinets. 
In the second A section, beginning in the fifth meas-
ure, the plan is slightly modified. The change takes place 
in the seventh measure where the staccato figure, instead of 
descending and continuing with the plan, changes direction 
and ascends. 
At the beginning of the section which corresponds to 
the B section in the theme, measure nine, the plan is 
reversed. Here the patterns change direction. The piano 
answers begin with a downward version of the legato run, 
while the clarinets are heard in the rising staccato figure. 
Once again the piano and wood-wind exchange motives. A 
three-measure insertion leads to the final A section in which 
the closing piano statement is an extended rising arpeggio, 
while the wood-wind are concerned with the descending stac-
cato figure. 
Dialogue answers, graphically: 
A 
• legato • staccato. 
wood-wind • run • figure • 
piano 
measures 
l ... B 
:?t r . ~ . ~. . • • 
• staccato. legato 
• 
• figure • run 
:Ji/ ·~ . 
• 
• 
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• • • 
• • 
wood-wind : 7'• · · : loi ' 
~·--------~---------· 
• 
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• • 
piano 
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Variation III. 
The main bond between theme and variation is a struc-
tural one. The form and plan of phrases are preserved in the 
variation. 
Notwithstanding the many appoggiatura chords and inci-
dental harmonic departures, especially in the solo piano part, 
the basic harmonic scheme is retained. 
Vo.:r\ o.... t\ oY\,. IlT 
' 1 
only cadential change takes place in the fourth measure 
where the dominant is substituted for the tonic. 
A far-reaching transformation of the melody, tanta-
mount to a new one, makes allusory reference to the theme. 
215 
Fi.,..st A p\\-ro-se 
ID 
The dialogue style in the preceding variation is con-
tinued with the piano and orchestra alternating in two-meas-
ure statements. 
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Variation IV. 
By disregarding the insertions in the Dohnanyi version 
of the theme~ structural correspondence is retained in the 
variation. As in the third variation, the only cadential 
change takes place in the fourth measure. Here again the 
half-cadence on the dominant replaces the tonic chord. 
The transformed theme is treated in a dialogue style 
between the higher and lower wood-winds, while the piano is 
relegated to: a supporting role. 
The B sections are developed motivally. The opening 
motive in the section is transformed and sequenced a minor 
second higher as is the melodic outline in the piano accom-
paniment. 
Variation V. 
The variation, comprised of five thematic statements 
which are separated by insertions, includes two versions of 
the A phrase, two of the B, and a final A phrase leading to a 
coda-like section. 
The phrases are outlined in half-notes by the glock-
enspiel. However, it is the piano that is featured in the 
decoration which is essentially the same delightful tune 
throughout the variation. 
The first A phrase, although beginning and ending on 
the minor chord~ is otherwise set in the major mode. The 
second statement is in the tonic minor, but changes to the 
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major on the last chord. The first half of the B phrase is 
in the major mode, while the second half slips into the tonic 
minor. The final A phrase deceptively comes to rest on the A 
flat chord. 
Variation VI. 
Although the plan of phrases in this structurally con-
ceived variation corresponds to that in the theme, the inser-
tions are not included. 
As in the third and f'ourth variations, a cadential 
change takes place at the end of the first phrase, measure 
four. Here again the half-cadenQe on the dominant replaces 
the tonic harmony of the theme. Although for the most part 
the cadence points retain the theme 1 s harmony in the original 
key of C major, the second B section, after beginning like 
the first, modulates to D flat. The final A section begins 
in D flat, passes through B major, and closes in the home key 
of c. 
Variation VII. 
In this free variation the structural plan of the theme 
is replaced by one involving the duplication by the orchestra 
of a scheme first outlined by the piano. Correspondence with 
the theme is made melodically. Thematic inferences are heard 
in the two ideas which comprise the variation. 
--.. 
l l \ 
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The first idea, assigned to the piano and beginning 
with the originru_ harmony, makes vague reference to the A 
phrase of the theme. The half-cadence on the dominant is 
heard inmeasure fourteen. The following statement, after 
beginning like the first, modulates and comes to rest on the 
tonic of E major. A two-measure figure leads back to C major 
where the first violins take over the tune, while the piano 
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decorates with simple arpeggiated figures. As in the piano 
version, the statement ends on the half-cadence. A modula-
tion to G major in the following measures carries out the 
plan introduced by the piano. 
The second idea, beginning in measure fifty-five, 
refers to the B phrase in the theme. The key is C major and 
once again the melody is assigned to the piano. A sequence 
carries the tune to E flat major where a version of the 
themets ~ piacere insertion effects a modulation back to C. 
Once again the melody is transferred to the first violins 
where after beginning in G, it is sequenced in E major. The 
modulating transition is altered so that it leads not to a 
key a minor third lower as in the first case, but to the 
original key of C, a major third lower. 
A coda-like interlude dwells on a sustained appoggia-
tura chord before resolving to the tonic and leading to the 
next variation. 
Variation VIII. 
.. 
Variation eight is similar to the preceding one in 
that the theme undergoes a change of character while relin-
quishing its structural ties. Entire phrases, however, refer 
to their counterparts in the theme, but the inclusion of 
extensions and insertions in the variation alter the struc-
tural plan of the theme. The insertions are seen clearly in 
measures nine through eleven, after the first phrase; in 
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measures nineteen and twenty, after the transformation in 
minor; following the B phrase, measU~ twenty-four and 
twenty-five; and inmeasures thirty-two through thirty-four. 
The transformations of the A phrase, beginning in 
measures one, eleven, twenty-six, and thirty-eight, show 
little that can be identified with the theme other than in 
the way of length. More definite melodic reference is found 
in lines beginning in measures twenty and thirty-five where 
the B phrase is intoned by the horns. 
Variation IX. 
This presto variation in triple meter is comprised of' 
six statements of the transformed A phrase, two development 
sections, and a coda. 
Changes in orchestral color and in register are 
applied to the transformed phrases. The first two statements 
are assigned to the bassoons, measures five and twenty; the 
third and fourth, similar, are shared between xylophone and 
oboes, measures fifty-one and sixty-four; and in the last two 
the melody is heard first in the piccolo, then brass, and 
22l 
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finally in the clarinets~ 
In the first of the two dev
1
e1.opnient sections, measure 
thirty-six, strings and horns alternately carry fragments of 
the sequenced line before giving way to the wood-wind in a 
descending run ending on the altered form of the dominant 
seventh. The second, measure seventy-seven, features the 
piano and flutes in a similar exchange within the sequence. 
The flutes continue with the descending motives to a pro-
longed dominant seventh which finally resolves to the tonic 
of G minor. A coda in which fragments of the theme as well 
as more complete lines are recalled leads to the passacaglia. 
Variation X. Passacaglia 
The passacaglia subject outlines the A phrase in 
minor. Cast in three-four time, it is accompanied by the 
trumpet figures which were first heard in the introduction 
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Hereafter, the first and last notes of the subject are over-
lapped so that the final note becomes the first noe in each 
succeeding statement. First violins alternate with the piano 
in an expressive melody. For the most part, however, the 
piano is featured in an ornamenting role. 
At poco piu mosso, measure fifty-seven, the subject is 
transferred from the basses to the horn where it is con-
tracted. 
A second contraction of the subject is followed by a version 
which is expanded and then contracted. 
e~ Po..."'Cle.J 
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A stretto involving the various versions of the sub-
ject grows into a climax over a persistent and binding pedal 
on C and leads directly to the next variation. 
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Variation XI. Chorale 
The chorale, consisting of outlined extractions fram 
the theme, is carried in the brass and wood-wind exclusively. 
The statements are pulled apart, allowing the piano, harp, 
and celesta to insert complimentary answers in a dialogue 
style. 
The first statement, referring to the theme's A 
phrase, is answered by the piano and harp with simple arp-
pegios. Two extractions of the B phrase close on the G and 
D triads respectively. The first answer is repeated in D 
major by the harp and piano. 
The next three chorale statements involve answers con-
structed from the impressionistic whole-tone scale. The 
first extraction to the A phrase, while the second and third 
outline in whole-tones parts of B. The feeling of a key cen-
ter is destroyed by the whole-tone harmonies in the answers. 
However, the closing chords lead satisfactorily to the final 
G major triad. 
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the subject are heard in the first violins and clarinets. 
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Several inversions precede a stretto consisting oi' a 
variety of transformations of the subject~ 
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A secondary subject germinating from the piano runs 
at the beginning of the movement is subjected to developments 
and transformations similar to those applied to the thematic 
subject. 
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At Mol to allegro a climax is built from a pattern 
derived from the secondary subject. An expanded version in 
quarter-notes followed by one in eighths provide the anima-
tion and tension in the climax which leads to a broadened-
out statement of the A phrase at the close of the composition. 
Remarks 
Dohnanyi combines the classical style with the more 
recent practices in variation writing. wbile some of the 
variations preserve structural features of the theme and in 
this way retain their classical identity, others abandon 
these ties and proceed along the lines of melodic develop-
ment. 
Outstanding examples of melodic development are found 
in variations three, seven, eight, ten, and eleven. The most 
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conservative variations are the first and the fifth. Through-
out each the simplified melody is heard against the ornamenta-
tion which is featured by the piano. 
Other interesting features are: the harmonic relief 
effected by the appoggiatura chords in variation three; the 
vague and allusory references to the theme in the waltz; the 
permutation of ideas in the dialogue answers in the second 
variation; and the use of whole-tone impressionistic har-
mony in the chorale. 
:. 
1. 
CHAPTER XII 
THE YOUNG PERSON 1S GUIDE .TO THE ORCHESTRA Op. 34 
Composed in 1945 by Benjamin Britten 
The composition, scored for full orchestra, is com-
prised of a theme, thirteen variations, and a fugue. The 
theme, a dgnce tune, is borrowed from Henry Purcell's Abdel-
azar, or The Moor 1 s Revenge, and originates in the A section· 
of the Rondeau. Its many contrasting motives lend themselves 
ideally to manipulation and development. 
Kol~cte~u 
::s 
Kfi b u q ntJ tr rr 1 a #g r rr 11 J J r 
7> 
' ~ ~~-t ~~..- ~ 
(c.o .... t.) 231 
. '
6 at t:fJ gii I r & t t:r tlJ1t bi tbr d tzL" 
'b ci [Hi r 11 a epe«:+ " 
' 
I f1 I 1.1 r . 
232 
After a statement o:f the .theme by the :full orchestra, 
each section in turn is heard in an abbreviated version. 
Wood-wind, brass, and percussion set the theme in the major 
mode, while the strings begin in G minor and close in A 
major. Once again the entire theme is played by the :full 
orchestra. 
Variation A 
This variation is concerned with developments of' the 
:first three motives in the theme. First and second :flutes 
are heard alternately in short arpeggiated :figures developed 
:from the :first motive. 
Beginning in measure eight, the second motive is heard and 
then repeated immediately. Here the arpeggios in the harp 
join with the :flutes in preserving the original continuity 
between the two motives. 
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motives one and three. 
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In the closing measures of the variation, several statements 
of the second motive are heard in a rising sequence. 
Variation B 
This short eight-measure variation demonstrating the 
oboes amounts to a thematic modulation to B flat major. In 
an overlapping manner the oboes develop patterns from the 
first two thematic motives • 
. -
A syncopated version of the pattern begins in measure five • 
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Variation C 
The manner in which one motive is made to refer to 
another is of particular interest. The first motive is out-
lined by the altered final note in successive statements of 
the third motive. 
Two versions of the second motive are followed by arpeggios 
germinating from the third. 
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The last six measures in the variation are the same as the 
first six. 
Variation D 
; 
The fourth variation, a march, is developed from the 
first three motives in the theme.· The first motive is used 
five times, while the second and third are used twice. 
In measures one and ten .the triad pattern is trans-
formed into a rhythmic march figure. However, in the fifth 
measure it is hea~d in quarter-notes and dolce. Measure 
.thirteen retains the march-like character, but now the fig-
ure descends. The final statement is in quarter-notes and 
descends in a pianissimo close. 
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In the seventh and ninth measures, the second the-
matic motive is transf'ormed. 
Two transf'ormations of the third motive, the second 
in a quasi-hocket style, are heard in measures eight and 
---- ~-'t ~-::;:-:----., 
' -
" . -~ 
ariation E 
The first two thematic motives are used to illustrate 
the violins. The variation is in the style of a ~olacca, a 
Polish dance. 
The triad figure is found in ascending and descending 
versions, some o:f which are extended. 
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The second motive undergoes three transformations. 
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Variation F 
Three thematic motives are involved in this varia-
tion. The triad figure, motive one, is heard in both ascend-
ing and descending versions. The changing of direction, a 
characteristic of Britten's treatment of motives, is seen in 
the last three variations. 
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Beginning in measures eight and ten the motives become 
more complex in their development in that each is influenced 
by more than one thematic source or condition. Two such 
cases are found in this variation. The first, beginning in 
measure eight, concerns a motive which is constructed mainly 
from the triad figure while retaining the contour and expres-
sion of the second thematic motive. 
1-
..... 
,~ 
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The second case, measure ten, is likewise concerned 
with the triad figure. The successive statements in a 
descending sequence corresponds to the treatment of the third 
motive in the theme. Here, however:, the sequence effects a 
modulation to B major, the key in which the following varia-
tion is set. 
Variation G 
Although a somewhat remote correspondence exists 
between thmne and variation, a characteristic of the free 
type, reasonably valid relationship can be seen. Britten 
constructed his lines by developing parts of motives rather 
than complete ones. Repeated list~ning confirms this view-
point more than does theoretical analysis. 
For the most part the cello melody is constru~~~d from 
the second half of each of the two motives. 
The descending version of the- first motive is heard in 
the cello part at the close of the variation. 
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Variation H 
Ascending and descending versions of the first thematic 
motive are assigned to the bass. In the first .section of this 
three-part form, the figure is repeated on successively higher 
degrees. A figure which refers rhythmically to the second 
motive completes the first section. 
The middle section is concerned with the second motive. 
- . - ~ - . 
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Britten constructed the third section by simply 
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reversing the direction of lines in the first section, a 
kind of nrnirroring 11 or 11reflection11 technique. The descend-
ing form of the first motive is featured, and the two refer-
ences to the second motive likewise change direction and 
ascend. 
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Variation I 
The variation opens with the harp outlining the 
theme's first motive with descending inversions of the tonic 
chord. As might be expected, a reversal of direction takes 
place in the closing measures of the variation. However, 
this is on the dominant harmony. 
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The third thematic motive provides the harpist an 
opportunity to execute descending and ascending arpeggios. 
. ~~ ~~~ ~.,~ 
Variation J 
Two derivatives of' the first rrwtive are played by the 
horns, while the harp continues with ,the pattern featured in 
the previous variation. 
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Variation K 
This variation demonstrates the trumpets with short 
figures which are identified rhythmically with part of the 
second thematic motive and at times with the first one melod-
ically. 
i 
), 
Variation L 
The trombones begin by stating a phrase developed 
from the first two motives. The rhythmic patterns in the 
orchestral accompaniment are identified with the second 
motive. The first motive is transferred to the tuba in the 
seventh measure. Reference is made rhythmically to the third 
motive by the wood-wind and horns and then .for the .fi~.:t _time 
!1:..:..' 
---.. :-- -lol~ 
in the composition the .fourth thematic motive is d~Jaed • 
..,._ 
Beginning in measure sixteen the motive is intoned by trom-
bones and answered canonically in the octave by the tuba. 
Variation M 
Nothing de.fini te in the way • of' thematic correspondence 
is heard in this variation in which the percussion instru-
ments are demonstrated. However, it is the writerts conten-
I 
tion that what little contact may exist between theme and 
I 
; 
I 
I 
I 
I 
: 
I 
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variation can be identified with the first thematic motive. 
The patterns heard in the timpani~ cellos, and basses, and 
the extended arpeggio at the end of the variation can be 
related to the triad motive in the theme. 
Fugue 
Correspondence between the fugue subject and the theme 
is allusive and obscure. There are, however, some similar-
ities as seen in the triad outlined in the first measure, the 
rhythmic unit of a long and two shorts, and in the general 
contoural outline. 
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It is the writer 1 s opinion that these similarities 
are coincidental and that the fugue subject germinates from 
the opening thematic motive in a free improvisatory manner. 
Interesting features of the fugue are: the accumula-
tion of two additional 11 countersubjects 11 ; the canonic treat-
ment; the numerous inversions; and the statement of the var-
iation theme as heard together with versions of the fugue 
subject. 
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Remarks 
The variations are free since structural features of 
the theme are disregarded in favor of free melodic develop-
ment. However, the variations are controlled to a certain 
degree by the over-all objective and purpose of the opus, 
namely, to demonstrate the orchestral instruments. In this 
respect, the treatment of the theme is dependent upon the 
nature and capabilities of the instruments involved. 
The Britten technique of development and manipulation 
of motives is perhaps the most outstanding feature in the 
composition. Noteworthy examples are seen in the interplay 
of motives in variation 0; the extension of melodic lines and 
the construction of new sections by repeating material in a 
reversed direction in variations F and H; and the combining 
of elements from different motives, thereby creating new pat-
terns as in variation F. 
~,· . ; l . ' I" 
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SUMMARY AND CONCLUSIONS 
-~/ 
The analysis in the foregoing chapters reveals changes 
in style and technique when compared with -works written 
before 1876. Prior to this time variations had been struc-
turally conceived. That is to say, the original continuity 
of design in the theme was retained in the variation. 
Phrases and sections as well as cadential points were in con-
formity between theme and variation. The variations were 
sectional in that each variation duplicated the structural 
features of the theme and each began by referring to the 
theme's beginning. 
In many of the works examined structural ties with the 
theme were abandoned in favor of a free development. This 
was accomplished in some cases by a rearrangement of phrases 
or parts of phrases resulting in a change of form. In other 
cases the same results were obtained by the uninhibited 
development of motives. In some works composers attempted to 
achieve continuity between variations and thereby break away 
from structural obligations by the inclusion of transitions 
or by indicating attacca. More satisfactory results were 
achieved in Don Quixote and Istar, programmatic compositions, 
through the development and manipulation of thematic motives. 
Thematic material serving as a basis for the varia-
tions may be classified as follows: complete forms; short 
I 
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subjects consisting of one or two motives; and the combina-
tion of complete forms and fragmentary subjects. 
While themes which are complete and independent tend 
to retain their structural features in the variations, frag-
mentary subjects are best suited to free melodic development. 
With the exception of the Benjamin Britten composition which 
is a product of motival development, those works having com-
plete themes include conservative structural variations. The 
first three variations in the Dvorak Symphonic Variations and 
the first one in the Tschaikowsl~ opus are excellent examples 
. 
of the older techniques in works that are preponderantly free 
in style. The greatest degree of structural freedom is found 
in Don Quixote, the themes of which are short and their lim-
its difficult to define. The variations develop in a free 
manner controlled only by the succession of events in the 
tale. Istar, Appalachia, and the Cesar Franck Symphonic Var-
iations, employing fragmentary themes as well as longer and 
more complete forms, are also examples of the free style by 
virtue of structural freedom. 
References which are vague and inferred are also char-
acteristic of the free variation. Allusory reference is 
achieved by Britten in variation G by subtly constructing the 
cello melody from parts of motives. Dvorak uses the rising 
contour of the theme's B phrase as a reference, and Britten 
simply reverses the direction of the harp chords which out-
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line the'themers opening motive in variation I. Dohnanyi 
uses length as correspondence in the transformed phrases in 
variation eight, while in the Fantasia, Ralph Vaughan 
Williams applies the stress marks and melodic rhytbm of the 
theme to the alternating pattern and thereby effects a sub-
tle reference. 
The outstanding characteristics in the works examined 
are: the extensive use of the devices of motival development 
and thematic transformation; the vague references made to 
thematic material; the trend towards a continuous design; and 
the approximation of orchestral variations to other forms. 
MOTIVATING FACTORS IN THE CHANGE OF CONCEPT 
The influence exerted by changes in the other arts 
resulted in a change of concept in variation writing. These 
changes were a continuation of the pathos phase of artistic 
expression which had dominated the century. Towards the end 
of the century a new and fresh change came into the arts in 
impressionism. At that time the vague and the undecided 
became the theme in poetry and literature. In painting, the 
form created by mid-eighteenth century classicism and the 
early nineteenth century painters was destroyed by Dalacroix. 
In the dramas of Chekov the structural plan of development 
was renounced in favor of direct lyrical expression. In his 
plays the plot is minimized and instead of treating charac-
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ters in relation to the plot, he develops them independently 
from within. Ibsen directed his efforts towards arousing the 
emotions of the audience. 
Music, too, shared many traits, even technical ones, 
with both literature and pictorial expression. Composers 
of the period, like the artists, poets, and dramatists, 
sought expression in the new impressionism. With regard to 
variations, they began to favor a free treatment. Like the 
impressionistic renunciation of for.m in painting and liter-
ature, the structural style of variations began to give way 
to the newer practices. The trend was away from structural 
contact with the theme in favor of an improvisatory style of 
development. The technique of thematic transformation, a 
holdover from the id~e fixe which was used in the works of 
Wagner, Liszt, and Berlioz, was used extensively in the free 
treatment in variations. Motival development, though not a 
new idea, having been used in the sonata and fugue, was used 
in a manner similar to the cyclic construction first applied 
by Liszt. Too, composers of variations continued the roman-
tiG practice of borrowing subjects for their works from his-
tory, legend, folklore, and literature. 
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